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PREFACE
The e n t i r e  e x t a n t  r e p e r t o i r e  o-f unpubl i sh e d  music  
•for the  ly r a  v i o l  in consort  with  o ther  ins trum en ts  e x i s t s  
in the  e i g h t  m anuscr ipts  ( i d e n t i f i e d  in Table  1, p.  11) 
which are  the  f o c u s  o f  t h i s  s t u d y .  Fragments and incom p le te  
p a r t s  can be found in other  m a n u s c r ip t s ,  and many o f  th e s e  
are concordant  s o u r c e s .  Two o f  the  f i v e  composers r e p r e s e n t e d  
in t h i s  m u s ic ,  namely,  John J e n k in s  and C hris topher  Simpson,  
were e s p e c i a l l y  important in the  h i s t o r y  o f  E ng l ish  music  
from the  s e v e n t e e n th  cen tu ry .
Music f o r  t h i s  ensemble c o n -s i s t s  of dance p i e c e s  and 
a yres  which have been c o l l e c t e d  i n t o  s u i t e s .  The ensemble  
c o n t a i n s  a t r e b l e  ins trum en t ,  a l y r a  v i o l ,  a b a s s  v i o l ,  and 
u s u a l l y  a h a rp s ich o rd  or member o f  th e  l u t e  f a m i l y .
U n t i l  the  e a r l y  19£0s,  much o f  the  r e p e r t o i r e  for  the  
l y r a  v i o l  was ov er lo o k ed  by h i s t o r i a n s  and p er form ers .
Frank T r a f i c a n t e  was the  f i r s t  to  examine t h i s  music in h i s  
s tu d y  of  th e  "Mansell Lyra V io l  Manuscript" ( 1 9 6 5 ) .  He 
e s t a b l i s h e d  the  f a c t  th at  th e r e  e x i s t e d  a l a r g e  amount o f  
music fo r  th e  l y r a  v i o l  that  had not been i n v e s t i g a t e d .  
Although h i s  d i s s e r t a t i o n  f o c u s e s  on one manuscript fo r  s o l o  
l y r a  v i o l , T r a f i c a n t e  d i s c u s s e s  the  h i s t o r y  o f  the  s t y l e  o f
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p ’ a y i - g ,  known p r i n t e d  and m a n u s c r i p t  s o u r c e s ,  and a
v a r i e t y  c -f t u n i n g s  J Dr t h e  l y r a  v i o l .
In  1 971 ,  J ohn  Sawyer  c o m p l e t e d  a s t u d y  o f  t h e  
c o l l e c t i o n  o-f s o l o  a n d  e n s e m b l e  m u s i c  c a t a l o g u e d  in  t h e  
O x f o r d  B o d l e i a n  Mus i c  Sc hoo l  a s  MSS D . 2 4 5 - 7 .  I n  1?73 ,
P a u l  F u r n a s  c o m p l e t e d  a s t u d y  o f  t h e  l a r g e  c c ’ l e c t i o n  o f  
s o l o  l y r a  v i o l  m u s i c ,  known a s  t h e  " M a n c h e s t e r  Samba B o c k . "  
In a d d i t i o n  t o  a t h o r o u g h  e x a m i n a t i o n  o f  t h e  r e s p e c t i ' - e  
m a n u s c r i p t s ,  t h e  w r i t e r s  named a b o v e  h a v e  p r e s e n t e d  i n f o r ­
m a t i o n  on t h e  h i s t o r y  o f  i n s t r u m e n t ,  o r n a m e n t a t i o n ,  t u n i n g s ,  
a n d  r e l a t e d  ar.d c o n c o r d a n t  r e p e r t o i r e  i n  b o t h  p u b l i s h e d  a n d  
m a n u s c r i p t  s o u r c e s .
I n  t h e  p r e s e n t  s t u d y  o f  t h e  e i g h t  m a n u s c r i p t s  o f  m u s i c  
f o r  t h e  l y r a  v i o l  c o n s o r t ,  t h e  f o c u s  h a s  b e e n  on t h e  
s t y l i s t i c  f e a t u r e s  w h i c h  make  t h e  e n s e m b l e  u n i q u e  t o  t h e  
s e v e n t e e n t h - c e n t u r y  E n g l i s h  r e p e r t o i r e .  T h u s ,  t h e  p i e c e s  
h a v e  b e e n  e x a m i n e d  w i t h  a t t e n t i o n  t o  t h e  r o l e  o f  t h e  l y r a  
v i o l  i n  t h e  e n s e m b l e .
T h e  s t u d y  i s  d i v i d e d  i n t o  s i x  c h a p t e r s .  A h i s t o r i c a l  
s u r v e y  i s  p r o v i d e d  i n  C h a p t e r  I .  T h e  c h a n g i n g  g o v e r n m e n t ,  
t h e  r e v o l u t i o n ,  and  t h e  g r o w i n g  i m p o r t a n c e  o f  t h e  m i d d l e  
c l a s s  d u r i n g  t h i s  p e r i o d  i n f l u e n c e d  t h e  p o p u l a r  m u s i c a l  
t a s t e s  w h i c h  i n  t u r n  d i c t a t e d  t h e  s e l e c t i o n  o f  m u s i c  f o r  
p u b l i c a t i o n .
• Th e  d i s c u s s i o n  o f  t h e  f i v e  c o m p o s e r s  i n  C h a p t e r  I I  
i n c l u d e s  i n f o r m a t i o n  r e g a r d i n g  t h e i r  a c t i v i t i e s  a s  w e l l  a s
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t h e i r  m a j o r  w o r k s .  A l s o  i n c l u d e d  i n  t h i s  s e c t i o n  is- a 
d 5  = i p t  i rn c t  5 ?.* h *"f t h s  rr;3.n u s  c r i p * 3 3 n d i t = 1 o c 3. ^ i c n *
In C h a p t e r  I I I ,  t h e  i n s t r u m e n t a t i o n  o -  t h e  1 y~ a - i c l  
c o n s o r t  i s  d i s c u s s e d .  C o n j e c t u r e s  a b o u t  i t s  h i s t o r y  and  a 
s u r v e y  o f  t h e  m u s i c  i n  b o t h  p u b ’ i s h e d  and  m a n u s c r i p t  f z r m  
a r e  p r o v i d e d .  T h e  t r e b l e  and  t u e  c o n t i n u e  i ns  t r  u~e* ' t  = o-  
t h e  e n s e m b l e  a r e  a l s o  d i s c u s s e d  i n  t h i s  c h a p t e r .  I -  s r - e  
o-f t h e  man u s e r  i p t s , t h e s e  i r. s t  r umen t s  a r e  n o t  s p e c  i * i e d .
S o t h  t h e  c h o i c e  o-f t h e  i n s t r u m e n t s  and t h e  s t y l e  o* 
c o n t i n u e  r e a l i z a t i o n  a f f e c t  t h e  n a t u r e  o f  t h e  e n s e m b l e ,  
and  t h e s e  p r o b l e m s  a r e  a l s o  d i s c u s s e d  i n  C h a p t e r  I I I .
A d e s c r i p t i o n  o f  t h e  f o r m s  o f  t h e  p i e c e s  a n d  t h e i r  
o r g a n i z a t i o n  w i t h i n  t h e  s u i t e s  i s  f o u n d  i n  C h a p t e r  I V.  Mos t  
o f  t h e s e  p i e c e s  a r e  d a n c e s  a n d  a y r e s , a n d ,  e x c e p t  f o r  t h e  
p a v a n s ,  t h e y  a r e  i n  b i n a r y  f o r m  w i t h  h o m o p h o n i c  t e x t u r e .
T h e  p a v a n s  a r e  f r e q u e n t l y  i n  t e r n a r y  f o r m  a n d  s how m o r e  
e l e m e n t s  o f  t h e - p o l y p h o n i c  t e x t u r e .  T h e  p i e c e s  a r e  g r o u p e d  
a c c o r d i n g  t o  a common k e y ,  and  r e l a t i o n s h i p s  among t h e  k e y s  
a n d  t h e  t u n i n g s  f o r  t h e  l y r a  v i o l  a r e  a l s o  s h o wn .
T h e  m u s i c a l  e l e m e n t s  o f  r h y t h m ,  m e l o d y ,  ha r mony ,  and  
t e x t u r e  a r e  t h e  f o c u s  o f  t h e  d i s c u s s i o n  o f  c o m p o s i t i o n a l  
s t y l e  i n  C h a p t e r  V.  F o r  t h i s  p a r t  o f  t h e  s t u d y ,  t h e  
t a b l a t u r e  f o r  t h e  l y r a  v i o l  wa s  t r a n s c r i b e d  i n t o  r e g u l a r  
n a t a t i o n ,  a n d  a s c o r e  o f  e a c h  o f  t h e  p i e c e s  was  m a d e .
T h e  m u s i c  w a s  s t u d i e d  w i t h  a t t e n t i o n  t o  t h e  m u s i c a l
U
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e l e m e n t s  and  t h e  d i s t r i b u t i o n  o-f t h e  v o i c e s  i n  t h e  
e n s e m b l e .  A summary o f  t h i s  s t u d y  < r a t h e r‘ than.  an 
a n a l y s i s ?  i s  p r e s e n t e d .  T h e  summary p o i n t s  o u t  s t y l i s t i c  
■ f e a t u r e s  wh i c h  a r e  c o n s i s t e n t  w i t h ,  as  w e l l  as  e: r e p t i c r s  
t o ,  m u s i c  -for o t h e r  i n s t r u m e n t a l  e n s e m b l e s  -from t h i s  t i m e .  
T h e  summary  a l s o  p r o v i d e s  t h e  b a s i s  -fon t h e  d i s c u s s i o n  
a b o u t  t h e  *y~a  v i o l  i n  t h e  e n s e m b l e .
Two a p p e n d i x e s  a r e  p r o v i d e d .  A p p e n d i x  1 i s  a t h e m a t i  
i n d e x  o f  t h e  m u s i c  f o r  t h e  l y r a  v i o l  c o n s o r t  w h i c h  h a s  be e n  
e x a m i n e d  f o r  t h i s  s t u d y .  U n l e s s  o t h e r w i s e  i n d i c a t e d ,  t h e
m o t i v e s  i n d e x e d  a p p e a r  i n  t h e  t r e b l e  p a r t .  C o m p l e t e
i n f o r m a t i o n  c o n c e r n i n g  c o n c o r d a n t  s o u r c e s  c a n  b e  f o u n d  in  
t h e  V i o l a  d a  Gamba P r o v i s i o n a l  I n d e x , e d i t e d  by  Gor don  Dodd 
f o r  t h e  V i o l a  d a  Gamba S o c i e t y  o f  G r e a t  B r i t a i n  i n  1 9 3 1 .
A p p e n d i x  2  c o n t a i n s  e l e v e n  c o m p l e t e  p i e c e s .  T h e s e  
r e p r e s e n t  t h e  f i v e  f o r m s  f o u n d  i n  t h e  s u i t e s  a n d  a t  l e a s t  
o n e  w o r k  f r o m  e a c h  o f  t h e  known c o m p o s e r s .  S i n c e  J o h n  
J e n k i n s  i s  r e p r e s e n t e d  i n  f o u r  d i f f e r e n t  m a n u s c r i p t s ,  i t
h a s  s e e m e d  a p p r o p r i a t e  t o  i n c l u d e  e x a m p l e s  f r o m  e a c h ,  a s
w e l l  a s  a  l a r g e  p a r t  o f  o n e  s u i t e .  Th e  p a v a n  i s  t h e  f o r m  
w h i c h  i l l u s t r a t e s  some o f  t h e  g r e a t e s t  v a r i e t y  i n  c o m p o s i ­
t i o n a l  s t y l e ,  a n d  f o r  t h i s  r e a s o n ,  A p p e n d i x  2 c o n t a i n s  
f i v e  p a v a n s .
I w o u l d  l i k e  t o  t a k e  t h i s  o p p o r t u n i t y  t o  e x p r e s s  my 
g r a t i t u d e  t o  t h e  many p e o p l e  who h a v e  a s s i s t e d  i n  t h i s  
p r o j e c t .  I t h a n k  D r .  W a l l a c e  Mc Ke n z i e  f o r  h i s  g u i d a n c e ,
v
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e “ c o u r a g e m e ^ t , a n d  p a t i e n c e  t h r o u g h  t h i s  s t u d y .  I a p p r e c i a t e  
t h e  h e l p f u l  s u g g e s t i o n s  -from Dr .  L e s l i e  E l l e r .  Brown a n d  ® r c f .  
° a u l  L o u i s  A b e l .  I n f o r m a t i o n  f r o m D r .  F r a n k  T r a f i c a n t e  o f  
C l a r e m o n t  G r a d u a t e  Sc h o o l  a n d  D r .  J o h n  Sawyer  o f  t h e  
U n i v e r s i t y  o f  B r i t i s h  C o l u m b i a  p r o v i d e d  h e l p  a nd  d i r e c t i o n  in 
t h e  e a r l y  s t a g e s  o f  my r e s e a r c h .  Commander  Gordon Dodd,  
A r c h i v i s t  f o r  t h e  B r i t i s h  L ' i o l a  da Gamba S o c i e t y ,  a l s o  
a s s i s t e d  me d u r i n g  t h e  i n i t i a l  s t a g e s ,  a n d  i n  s u b s e q u e n t  
c o r r e s p o n d e n c e ,  h e  h a s  p r o v i d e d  a d d i t i o n a l  i n f o r m a t i o n  a nd  
e n c o u r a g e m e n t .  C o r r e s p o n d e n c e  w i t h  t h e  f o l l o w i n g  p e o p l e  
c l a r i f i e d  q u e s t i o n s  a b o u t  s p e c i f i c  a r e a s :  Dr .  Andrew
A s h b e e ,  D r .  C h r i s t o p h e r  D . S .  F i e l d ,  a n d  D r .  E r i k  K j e l l b e r g .
I am v e r y  g r a t e f u l  f o r  t h e  h e l p  r e n d e r e d  by  t h e  l i b r a r i a n s  a t  
t h e  f o l l o w i n g  l i b r a r i e s :  T h e  B r i t i s h  L i b r a r y ,  L o n d o n ,
O x f o r d  B o d l e i a n  L i b r a r y ,  O x f o r d  C h r i s t  C h u r c h  L i b r a r y ,
Dur ham Dean a n d  C h a p t e r  L i b r a r y ,  U p p s a l a  U n i v e r s i t e t s -  
b i b l i o t e k e t ,  a n d  B i b l i o t h e q u e  du C o n s e r v a t o i r e  Roya l  d e  
M u s i q u e  d e  B r u x e l l e s .  A v e r y  s p e c i a l  t h a n k s  g o e s  t o  Ne a l  
f o r  h i s  h e l p ,  s u p p o r t ,  a n d  e n c o u r a g e m e n t  ( e s p e c i a l l y  i n  t h e  
f i n a l  m o n t h s )  a n d  t o  N i k o l a u s ,  f o r  p r o v i d i n g  c o mi c  r e l i e f .
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ABSTRACT
T h e  e n t i r e  e x t a n t  r e p e r t o i r e  o-f u n p u b ’ i s h e d  .mus i c  -for 
t h e  l y r a  v i o l  i n  c o n s o r t  w i t h  o t h e r  i n s t r u m e n t s  e x i s t s  in 
e i g h t  m a n u s c r i p t s  w h i c h  p r o v i d e  t h e  f o c u s  f o r  t h i s  i n v e s ­
t i g a t i o n  o f  m i d - s e v e n t e e n t h - c e n t u r y  E n g l i s h  m u s i c .  T h i s  
r e p e r t o i r e ,  w h i c h  d a t e s  f r o m  t h e  l a t e  16 3 0 s  u n t i l  t h e  e a r l y  
1 6 6 0 s ,  i s  w r i t t e n  f o r  an e n s e m b l e  w h i c h  i n c l u d e s  a  t r e b l e  
i n s t r u m e n t ,  a  l y r a  v i o l ,  b a s s  v i o l ,  a n d  e i t h e r  a  t h e o r b o  
o r  h a r p s i c h o r d .
H i s t o r i c a l  b a c k g r o u n d  f o r  t h i s  p e r i o d ,  f o u n d  i n  
C h a p t e r  I ,  p r o v i d e s  a  c o n t e x t  f o r  t h e  s t u d y  o f  t h e  m u s i c .
T h e  t r a n s i t i o n  i n  m u s i c a l  s t y l e  d u r i n g  t h i s  p e r i o d  r e f l e c t s  
t h e  c h a n g e s '  i n  t h e  p o l i t i c a l ,  e c o n o m i c ,  a n d  s o c i a l  s t r u c t u r e .  
T h e  f i v e  c o m p o s e r s  o f  t h e s e  s u i t e s  a l o n g  w i t h  some i n f o r ­
m a t i o n  a b o u t  t h e i r  a c t i v i t i e s  a n d  t h e i r  m a j o r  w o r k s  a r e  
d i s c u s s e d  i n  C h a p t e r  I I .  D e s c r i p t i o n s  o f  t h e  m a n u s c r i p t s  
a n d  t h e  l o c a t i o n  o f  e a c h  i s  a l s o  i n c l u d e d  h e r e .
C h a p t e r  I I I  c o n t a i n s  t h e  i n s t r u m e n t a t i o n  o f  t h e  
c o n s o r t ,  b e g i n n i n g  w i t h  a  d e s c r i p t i o n  o f  t h e  l y r a  v i o l ,  i t s
xv1t
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h i s t o r y ,  and  i t s  l i t e r a t u r e .  Q u e s t i o n s  r e l a t i n g  t o  p e r * c  
ar . ce  p r a c t i c e s  = r s  r a i s e d ,  s p e c i f i c s 11 ;.- t h o s e  cor. c e -  n : ng 
- * l e s  o-* t h e  t r e b l e  and  t h e  c o n t i n u e  : r s t ^ u m e r  t s .
I n  C h a p t e r  IV* t h e  d a n i e s  a n d  a y - e s  wh i c h  a r e  - f c^ rd
t h e  s u i t e s  ar  e d e s c r i b e d .  T h e  o r g a n i z a t i o n  o-f t h e  s u i t e s
t h e  l y r a  v i e 1 t u n i n g s ,  a n d  t h e  r e l a t i o n s h i p  c-c t h e  t u n i n g
* f". 5  k  © VS 2 U i * © 2  3 ."©  3.* 2 0  1 Ti G ] :J  3  .
T h e  m u s i c a l  e l e m e n t s  c-f r h y t h m ,  m e l o d y ,  h a r m o n y ,  an 
t e x t u r e  h i g h l i g h t  t h e  e x a m i n a t i o n  o-f t h e  compos i  t i o r a l  
s t y l e  o-f t h e s e  s u i t e s  in C h a p t e r  V.  T h e  l y r a  v i o l  s u i t e s  
h a v e  b e e n  s t u d i e d  i n  t h e  c o n t e x t  o-f m u s i c  -for o t h e r  s e v e n  
t e s n t h .  c e n t u r y  e n s e m b l e s .  W h i l e  many s i m i l a r i t i e s  can  be  
• found,  t h e  p r e s e n c e  o f  t h e  l y r a  v i o l  a s  a h a r m o n i c  and  
m e l o d i c  i n s t r u m e n t  p r o v i d e s  a  t e x t u r e  w h i c h  i s  u n i q u e  t o  
t h i s  e n s e m b l e .
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CHAPTER I
Se v e n te e n th -C en tu r y  Ensemble Music 
In a S o c ia l  and P o l i t i c a l  Environment1
England d u r in g  th e  C aro l in g ian  <1625-1649) and the  Com­
monwealth p e r i o d s  (1649-1660)  was p o l i t i c a l l y ,  e c o n o m ic a l ly ,  
and s o c i a l l y  v e r y  u n s t a b l e .  Elements  o f  u n r e s t ,  due to  the  
i n c r e a s i n g  economic and p o l i t i c a l  s t r e n g t h  o-f the P u r i t a n s ,  
were apparent  a s  e a r l y  as  the  E l iz a b e th a n  and Jacobean  
p e r i o d s ,  and t h i s  u n r e s t  became open c o n - f l i c t  during the  
r e ig n  o-f C h a r le s  I .  The c o n - f l i c t  cu lm inated  in r e v o l u t i o n  
and th e  e x e c u t i o n  o f  C harles  I in 1649. The Commonwealth 
p a r ty  was e s t a b l i s h e d  in 1649 with  O l iv er  Cromwell a s  the
l M a ter ia l  fo r  the  d i s c u s s i o n  o f  Engl ish  h i s t o r y ,  the  
P u r i t a n s ,  and music  p u b l i s h i n g  has  been drawn from the  
f o l l o w i n g  s o u r c e s :  Maurice A sh le y ,  L i f e  in S tuar t  England
(New York: G.P. Putnam's Sons,  1964) ;  Chris topher H i l l ,  The 
Century o f  R e v o l u t i o n .  1 603-1714 . Vol . 5 of  A H is to r y  o f  
Enol a n d . 8 U o l s . ,  C hr is topher  Brooke, gen.  ed .  (Edinburgh:  
Thomas N e lson  and Sons L t d . ,  1962);  Charles  B u t l e r ,  
P r i n c i p l e s  o f  Musick in S in g in g  and S e t t i n g  (London: John 
H a v i la n d ,  1 6 3 6 ) ;  Henry Cart de LaFonta ine ,  The K in o 's  
Musick (London: N o v e l l o  and Company, 1909);  Llewelyn Powys,  
The L i f e  and Times o f  Anthony 3 Mood (London: Wishart  
and Company, 1 9 3 2 ) ;  Percy  A. S c h o l e s ,  The P u r i ta n s  and 
Music in England and New Enol and (New York: R u sse l l  and
R u s s e l l ,  I n c . ,  1934,  r e p r i n t ,  1962);  Ernst H. Meyer,  
E n o l i s h  Chamber Music (London: Lawrence and Wishart ,
19 4 6 ) ;  S i r  B u l s t r o d e  W hite lock ,  A Journal o f  th e  Swedish 
Embassy in th e  Years  1653-1654 (London: Dr. Char les  Morton,  
1855,  r e v .  e d . ,  Henry Reeve);  J .  W i lso n ,  e d . ,  Rooer North  
on Music (London: N o v e l l o  and C o . ,  L t d . ,  1959) .
1
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2l e a d e r .  S o c i a l ,  economic ,  and p o l i t i c a l  c o n d i t i o n s  did  not  
s i g n i f i c a n t l y  improve u n t i l  the r e s t o r a t i o n  of  the  court  and 
Charles  II as k ing  in 1668.
The musical s t y l e  and a c t i v i t i e s  from the  beg in n in g  of  
th e  c en tu r y  u n t i l  the  R e s to r a t io n  r e f l e c t  the  changes in the  
s o c i a l  s t r u c t u r e  both i n s i d e  and o u t s i d e  the  c o u r t .  The 
importance o f  music  in the  English c u l t u r a l  l i f e  i s  apparent  
from s e v e r a l  s o u r c e s :  r e c o r d s  of  cou rt  m u s i c i a n s ,  informa­
t i o n  about p r o d u c t io n s  of  masques,  p u b l i c a t i o n s  o f  voca l  
and ins trum enta l  m u s ic ,  and m anuscr ipts  w r i t t e n  during the  
p e r i o d .
L i s t s  o f  m u s ic ia n s  in the c o u r t s 2 show th a t  musical  
a c t i v i t i e s  i n c r e a s e d  during  the r e ig n  o f  Char les  I .  From 
th e  r e ig n  o f  Henry VIII  through th a t  o f  James I ,  the number 
o f  m u s ic ia n s  in th e  court  ranged from twenty t o  s i x t y ,  with  
more in c lu d e d  f o r  e v e n t s  such as  f u n e r a l s  and c o r o n a t io n s .  
During the  r e ig n  o f  Char les  I ,  u s u a l l y  about f i f t y  m u s ic ia n s  
are  l i s t e d ;  however,  the number i n c r e a s e s  to  n i n e t y  in 1641.
The t r a d i t i o n  o f  masques,  h e l d  over from e a r l i e r  c o u r t s ,  
co n t in u e d  through the  C aro l in g ian  p e r i o d ,  and works by 
w r i t e r s  such as  Ben Jonson < 1573-1637) ,  F r a n c i s  Beaumont 
< 1 5 8 4 -1 6 1 6 ) ,  John F l e t c h e r  <1597-1625) ,  and Wi 11 iam Davenant 
<1606-1668) were performed. A r c h i t e c t  I n ig o  J o n e s  <1573-1652)  
d e s ig n e d  the  e l a b o r a t e  s t a g i n g  for  many o f  t h e s e  masques.
2de L a f o n t a i n e ,  The Kino/ s M usick- pp. 109-11 .
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3Perhaps the most documented product ion was the masque by 
James S h i r l e y  <1596-1665) ,  "Triumph o-f Peace," presented  
in 1 4 3 3 -3 4 .3
On a sm al ler  s c a l e ,  the music -for the p r i v a t e  court  
a l s o  co n t in u ed  in the t r a d i t i o n  o f  p r e v io u s  c o u r t s .  Charles  I 
h im se l f  p layed  the b ass  v i o l a  da gamba and s t u d ie d  with  
Giovanni Coperario  <1375-1624) .  During h i s  re ign  ensemble  
music -for v i o l s ,  as  wel l  as -for other  in s tru m en ts ,  was 
composed and performed in the c o u r t .  P r in c ip a l  composers of  
ins trum enta l  ensemble music during the  f i r s t  h a l f  o f  the  
century  in c lu d e  Orlando Gibbons <1583-1625) ,  A l fon so  
Ferrabosco II <1578-1628) ,  Thomas Ford <1580-1648) ,  Thomas 
Lupo < f l .  1 6 05 ) ,  N ic h o la s  Lanier <1588-1666) ,  Will iam Lawes 
< 1602-1645) ,  John Jenkins  <1592-1678) ,  and Christopher  
Simpson <1605-1669) .  Most of  t h e s e  composers were a s s o c i ­
a te d  w ith  the  c o u r t ,  and most o f  them wrote  instrumental  
music fo r  two typ es  o f  ensembles:  the  co n so r t  o f  v i o l s ,
and mixed ensembles  o f  winds,  v i o l s ,  and plucked s t r i n g s . 4
»Andrew J .  S a b o l , "New Documents on S h i r l e y ' s  Masque 
'The Triumph o f  P e a c e , '" Music and L e t t e r s  47 <1966) :10 -26 .  
T h is  a r t i c l e  p r e s e n t s  inform ation  w r i t t e n  by Bui s trod e  
M h ite lo ck e  during th e  product ion o f  the  masque.
4Ernst H. Meyer, "Consorted Instrumental Music,"
The Aoe o f  Humanism: 1540-1630 . e d .  Gerald Abraham,
V o l . 4 o f  The New Oxford H is tory  o f  M u s ic . J .A .  Westrup,  
e t  a l . ,  gen .  ed .  <London: Oxford U n i v e r s i t y  P r e s s ,  1954),  
p. 533.  Warwick Edwards <The New Grove D ic t io n a r y  for  
Music and M u s ic i a n s . 6th ed. s . v .  "Consort" a g r ee s  with  
t h i s  d e s i g n a t i o n  o f  th ese  two typ es  o f  ensembles:  
th e  c o n so r t  o f  v i o l s  and the mixed ensem bles .  In a
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During th e  Jacobean and Caro l ing ian  p e r io d s  many 
p olyp hon ic  - f a n t a s ia s ,  In Nomines, and a few s t y l i z e d  
d a n ces ,  such as  pavans,  g a l l i a r d s ,  and almans, were  
composed fo r  a f u l l  co n so r t  of from th re e  to  s i x  v i o l s  
of  v a r y in g  s i z e s :  t r e b l e ,  t en or ,  and b a s s .  The uniform
timbre o f  the  v i o l s  performing the  i n t r i c a t e  polyphonic  
l i n e s  o f  the  f a n t a s i a s  r e s u l t e d  in a complex and balanced  
contrapu nta l  t e x t u r e .  The enthusiasm fo r  t h i s  genre d id  
not e x ten d  beyond the  court  or homes of p r i v a t e  p a tro n s ,  
and most of  the  f a n t a s i a s  were never p u b l i s h e d . 5
Mixed c o n s o r t s  were a l s o  popular during the Jacobean 
and C a r o l in g ia n  p e r i o d s .  These ensembles  con ta in ed  
c o m bin a t io n s  o f  w inds ,  bowed and plucked s t r i n g s ,  and 
keyboard in s t r u m e n t s .  The d i f f e r e n t  timbres r e s u l t e d  in a 
v a r i e t y  o f  sou n d s ,  and e l a b o r a t e  ornaments or d i v i s i o n s  
w r i t t e n  i n t o  v a r i o u s  instrumental l i n e s  provided a th ic k e r  
t e x t u r e ,  a s  w e l l  a s  a v e h i c l e  for  v i r t u o s o  d i s p l a y .  Much of
d i s c u s s i o n  o f  in s tru m en ts  in P r i n c i p l e s  o f  Musick <1636) ,  
C harles  B u t le r  m ent ions  a " se t  o f  v i o l s "  and a "set  of  
w a i t s , "  but does  not d e f i n e  "waits ."  Roger North ,  w r i t i n g  
between 1695 and 1723, e q u a te s  the  music o f  "waits" w ith  
"wind m u s ic ."  CWilson, N or th . pp. 3 4 1 - 4 2 ) .  The Harvard 
D i c t i o n a r y  d e f i n e s  "waits" as  shawms. <The Harvard 
D i c t i o n a r y . 1965,  s . v .  "Waits.") Thus i t  appears  that  
in England, the  term " f u l l  consort"  probably  meant a 
c o n s o r t  o f  v i o l s  or p o s s i b l y  the  c o n so r t  o f  shawms or o ther  
wind in s tr u m en ts  used by s t r e e t  m u s ic ia n s  fo r  outdoor m usic .
5E x c e p t io n s  t o  t h i s  trend are c o m p o s i t io n s  by Orlando  
Gibbons and Michael East  <c.  1580-1648) .  A c o l l e c t i o n  of  
t h r e e - p a r t  f a n t a s i a s  by Gibbons was p u b l i s h e d  by John 
P l a y f o r d  in 1651. Four c o l l e c t i o n s  o f  " fa n ta s ia s"  by East  
were  p u b l i s h e d  between 1610 and 1638, however,  th es e  com­
p o s i t i o n s  are  l e s s  i n t r i c a t e  and complex than most of  the  
o th er  works by t h i s  t i t l e .
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
th e  music fo r  the mixed ensemble  c o n s i s t e d  o f  dances:  
pavan s ,  almans,  c o r a n t o s ,  g a l l i a r d s ,  and la t e r  on,  
sa ra b a n d s .  Some o f  the c o l l e c t i o n s  were p u b l i s h e d . 6
One o f  th e  important c o l l e c t i o n s  f o r  mixed c o n so r t  was 
The F i r s t  Book of Consort Lessons  <1599, r e v .  1611) by 
Thomas Morley < 1 5 5 7 -1 6 0 3 ) .  The ensemble for  t h i s  
p u b l i c a t i o n  of m o s t ly  dance music c o n s i s t e d  of t r e b l e  l u t e ,  
pandora,  c i t t e r n e ,  b a s s  v i o l ,  f l u t e ,  and t r e b l e  v i o l .  The 
music  may be d e s c r ib e d  as  g e n e r a l l y  homophonic and s e c t i o n a l  
w ith  r e p e t i t i o n s .  Some o f  th e  p i e c e s  c o n ta in e d  d i v i s i o n s  
f o r  s e v e r a l  of the  in s tr u m e n ts .  Probably the  music  for  t h i s  
and o th er  s i m i l a r  c o l l e c t i o n s  was composed f o r  dancing a t  
c o u r t l y  f e s t i v a l s  and weddin gs ,  and fo r  en ter ta in m en t  at  
p u b l i c  t h e a t e r s . 7
6Thomas M orley ,  The F i r s t  Book o f  Consort L essons  
(London: W il l iam  B a r l e y ,  1599, r e v .  1611);  r e c o n s t r u c t e d
e d i t i o n ,  S idney  Beck e d . ,  The F i r s t  Book of Consort  
L esso n s :  C o l l e c t e d  bv Thomas Morlev: 1599-1611 (New York:
New York P u b l ic  L ib ra ry ,  1959) .  Other p u b l i c a t i o n s  o f  mixed 
c o n s o r t  c o l l e c t i o n s  in c lu d e  Anthony H o lb orn 's  Pavan s . 
G a l l i a r d s .  Almans and o th er  s h o r t  a e i r s  fo r  V i o l s .  V i o l i n s ,  
and Other Wind I n s t r u m e n t s . (London, 1599);  John Adson's  
C o u rt ly  Masauino A v r e s . (London, 1621) f o r  v i o l i n s ,  c o n s o r t  
v i o l s ,  and c o r n e t s  in  f i v e  and s i x  p a r t s ;  and P h i l i p  
R o s s e t e r ' s  L esson s  fo r  C o n s o r t . (London, 1609).  The l a s t  
named p u b l i c a t i o n  and th e  Morley c o l l e c t i o n  are  both w r i t t e n  
f o r  t r e b l e  l u t e ,  pandora, c i t t e r n e ,  b a s s  v i o l ,  f l u t e ,  and 
t r e b l e  v i o l .  R o s s e t e r ' s  p u b l i c a t i o n  i s  l i s t e d  in  many 
s o u r c e s  but a c co r d in g  t o  Beck, Mor1e y . p.  182, i t  e x i s t s  in 
f r a g m e n ts  o n l y .
7John N i c h o l s ,  The P r o o r e s s e s  and P u b l ic  
P r o c e s s i o n s  of Queen E l i z a b e t h . 3 v o l s .  (London: n . p . ,
1 8 2 3 ) ,  3 : 1 0 9 , 1 1 9 .  T h is  s o u r c e  i s  also,  c i t e d  by Beck,
Mor1e y . pp. 15-17.
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Giovanni Coperario was the e a r l i e s t  composer to  
combine the  instrum entat ion  o-f the  mixed consort  with  the  
complex music o-f the  - fantas ias  in t o  a form which has been 
c a l l e d  by tw e n t ie th  century m u s i c o l o g i s t s  the “-fantas ia  
s u i t e . " 8 Writ ten during th e  per iod  -from 1420 u n t i l  about  
1440, t h e s e  ensembles  c o n s i s t e d  o-f one or two v i o l i n s ,  
bass  v i o l ,  and organ. The e a r l y  s u i t e s  began with  a 
po lyp h on ic  -Fantasia -followed by an alman and a gal H a r d .
The gal H a r d  c l o s e d  with a s h o r t  dupl e-meter coda.  A fter  
m id - c e n t u r y ,  John Jenkins  wrote  - fantas ia  s u i t e s  with  an ayre  
r e p l a c i n g  th e  alman and a coran to  or saraband r e p l a c i n g  the  
gal H a r d .  None o-f the  - fantas ia  s u i t e s  were p u b l i s h e d .
During the  Caro l ing ian  p e r i o d ,  t h e s e  p i e c e s  were c l o s e l y  
a s s o c i a t e d  w ith  the c o u r t .
Another mixed ensemble o-f the  Caro l ing ian  and 
Commonwealth p e r io d s  in c lu d ed  a t r e b l e  v i o l  or v i o l i n ,  ly r a  
v i o l ,  b a s s  v i o l ,  and an instrument cap ab le  o-f producing  
c h o r d s ,  namely,  a l u t e ,  th eorbo ,  or h arps ichord .  Music -for 
t h i s  type  o-f ensemble was heard both w i th in  and o u t s i d e  
the  c o u r t .  These s u i t e s ,  which are  the  -focus o-f th e  p r e se n t  
s t u d y ,  were  a l s o  never p u b l i s h e d .
Music o u t s i d e  the co u r t  r e - f l e c te d  the  changing  
a t t i t u d e s  o-f the  growing b o u rg e o i s  c l a s s  o f  P u r i t a n s .  To 
th e  P u r i t a n s ,  music had v a l u e  on ly  in r e l a t i o n s h i p  t o  the  
b e n e f i t  i t  brought to  the  l i s t e n e r .  Music was not  co n -
®Helen Joy S le e p e r ,  “John Jenkins  and the  E n g l i sh  
F a n t a s i a  S u i t e , "  B u l l e t i n  o f  the American M u s ico lo o ica l  
S o c i e t y  4 (1 9 3 8 -1 9 4 1 ) :  34.
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s i d e r e d  important  fo r  i t s  own sake: i t  became u t i l i t a r i a n —  
u se fu l  to  i n s p i r e  or r e s t o r e  the s p i r i t  of  the l i s t e n e r  
and p r o v id e  a d i v e r s i o n  for  him so that he could resume 
working r e f r e s h e d .  Music con s id ered  s u i t a b l e  for  th ese  
purposes  was dance music and ayres  that  were l i g h t  in 
mood and e a sy  f o r  the  l i s t e n e r  to  unders tand .*  Cromwell 
h i m s e l f  en joyed  m u s ic ,  e s p e c i a l l y  music that was not 
e l a b o r a t e  and c o m p l i c a te d .  During h i s  years  as  r u l e r ,  
he employed John Hingeston (d .  1683) as  h i s  house com­
p o s e r .  1 0  Severa l  o ther  composers a c t i v e  for  the  Puri tan  
cause  were  Walter Porter  (1 5 9 5 - 1 6 5 9 ) ,  John Wilson 
( 1 5 9 5 - 1 6 7 4 ) ,  and Davis  Mell (1 6 8 4 - 1 6 6 2 ) .
Music p u b l i s h i n g  p r a c t i c e s  a l s o  r e f l e c t e d  the  changes  
in  th e  country  during  the  Caro l ing ian  and Commonwealth 
p e r i o d s .  Throughout the f i r s t  two decades  of  the c en tu r y ,  
much in s trum en ta l  music was p u b l i s h e d .  After  the mid-  
1620s,  however,  a s  th e  music of  the court  and the music 
o f  th e  p u b l i c  became i n c r e a s i n g l y  d i f f e r e n t  in s t y l e ,  l e s s  
ins trum enta l  music  o f  any kind was pu b l ish ed;  th ese  
p u b l i c a t i o n s  were  l i m i t e d  to  p s a l t e r s  and n o n - 1 i t u r g ic a l
*Meyer, E n g l i s h  Chamber M usic , pp. 189-90.
b i d . ,  p.  200 .  Both Meyer-, and S c h o le s ,  Puri tan s  
and M u s ic , in c lu d e  q u o t a t i o n s  from sev en teen th  century  
w r i t e r s ,  such a s  F r a n c i s  Bacon, Charles  B u t l e r ,  Samuel Pepys ,  
Anthony 3l Wood, and John Playford ,  in t h e i r  d i s c u s s i o n s  o f  
the  importance o f  music during the  Commonwealth p e r io d .  A 
l i s t  o f  P l a y f o r d ' s  p u b l i c a t i o n s  provided by S c h o le s  
r e f l e c t s  the  k ind  o f  music that was popular at  t h i s  t im e .
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r e l i g i o u s  w o r k s . 11 No reason has been g iven  for  t h i s  
change, but a few c o n j e c t u r e s  may be made: I) by the mid-  
1620s s ev e r a l  popular E l izabeth an  and Jacobean composers,  
namely,  Byrd, Morley,  and Gibbons,  were no longer l i v i n g ,  
thus r ed u c in g  the  amount o f  music a v a i l a b l e  for  p u b l i c a t i o n  
2) much of the  instrum enta l  m usic ,  composed or performed 
w it h in  the c o u r t ,  r e f l e c t e d  the  c o n s e r v a t i v e  musical t a s t e  
o f  Char les  I and appealed  to  a l i m i t e d  aud ience;  and 3) 
the  market for  ins trum en ta l  music may have d e c l i n e d ,  due 
to  th e  i n c r e a s i n g  s t r e n g t h  of  the P u r i ta n s  and t h e i r  
d i s f a v o r  w i th  th e  co u r t  o f  Charles  I .
Between 1640 and 1649, because  o f  the  a c t i v i t i e s  o f  
the  C iv i l  Mar, v e r y  l i t t l e  of  anyth ing  was p u b l i s h e d .  In 
1643 a c e n s o r s h ip  was imposed, a l l  p u b l i c a t i o n s  had to  be 
l i c e n s e d ,  and the  number o f  p r i n t e r s  was l i m i t e d  to  
t w e n t y - t h r e e . 12 Cromwell l i f t e d  c e n s o r s h ip  in 1655.
Hith  t h e  e s t a b l i s h m e n t  o f  the  Commonwealth, a c t i v e  music  
p u b l i c a t i o n  began, and in 1651 John P la y fo rd  began h i s  
ca re e r  a s  a p u b l i s h e r .  The r e s u l t  was a s t e a d y  f lo w  of
**Thurston Dart ,  "A H a nd l i s t  o f  E n g l i sh  I n s t r u ­
mental Music P r in ted  b e f o r e  1681," Galpin S o c i e t y  
Journal 8 (March, 1955):  2 2 - 2 3 .  T h is  in form ation  i s  
c o n s i s t e n t  with  th e  in form at ion  found in  C har les  Humphries 
and W il l iam  C.Smith, Music P u b l i s h i n o  in  th e  B r i t i s h  I s l e s  
from t h e  E a r l i e s t  Times to  the  Middle  o f  th e  N ineteenth  
C entury . (London: C a s s e l l  and Co. L t d . ,  1954) .
12The New Encyclopaedia  B r i t a n n i c a . 1976 e d . ,  s . v .  
" P u b l i s h i n g ,  H is to r y  o f ."
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9music s u i t a b l e  -for the amateur m usic ian:  music th a t  was
■ l i g h t  and a i r y , " 13 -for dancing or -for easy  l i s t e n i n g  
and perform ing .
With the R e s to r a t io n  o f  the  court  in 1660, th a t  musical  
a c t i v i t y  h e ld  over from e a r l i e r  t r a d i t i o n s  was again sup­
p or ted  and p a t ro n ize d  on a la rger  s c a l e .  For a sh or t  t im e ,  
p olyp hon ic  music c o e x i s t e d  with  dance m u s ic ,  which had 
i n c r e a s e d  in p o p u la r i t y  during the Commonwealth p e r io d .
In t im e ,  however,  royal p r e f e r e n c e s  f o r  dance music and fo r  
the  French s t y l e  o f  composit ion  l e d  to  the  d e c l i n e  o f  the  
ins trum en ta l  chamber music by E n g l ish  composers .  Matthew 
Locke <1630-1677) ,  John Blow <1649-1708) ,  Pelham Humfrey 
< 16 4 7 -1 6 7 4 ) ,  and Henry P u r c e l l  <1658-1695) were among th e  
l a s t  o f  the  s i g n i f i c a n t  s e v e n t e e n t h - c e n t u r y  Engl ish  
composers  o f  chamber m usic .
13Chris topher  Simpson, Compendium o f  P r a c t i c a l  
Musick <London: 1678) 5 : 1 5 .  Meyer, E ngl ish  Chamber 
M u sic . p .  194, c i t e s  t h i s  d e s c r i p t i v e  term.
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CHAPTER II 
The Composers and the Manuscripts
Eight  m a n u scr ip t s  c o n t a in in g  twenty-one  s u i t e s  or 
d ances  -for the  l y r a  v i o l  in consort  with other  ins trum ents  
p r o v id e  the  -focus o-f t h i s  s tudy  o-f ensemble music -from the  
m id -s e v e n t e e n th  c en tu r y  E n g l ish  r e p e r t o i r e .  Table  1 l i s t s  
the  m an u scr ip ts  by s i g l a ,  l i b r a r y  l o c a t i o n s ,  composers ,  
d a t e s ,  in s t r u m e n t a t i o n s ,  k e y s ,  t u n in g s ,  ar.d the t i t l e s  o-f 
th e  p i e c e s .  The composers o f  a l l  ex cep t  one manuscript  
a r e  known. In t h i s  m anuscr ipt  a composer's  name appears  
w ith  some p i e c e s  which f o l l o w  the ly r a  v i o l  s u i t e s ,  and 
th e  p o s s i b l e  c o n n e c t io n  o f  both c o l l e c t i o n s  w ith  the  same 
composer i s  d i s c u s s e d  in t h i s  chapter .
D e t a i l e d  in form at ion  about the composers and manu­
s c r i p t s  i s  v e r y  l i m i t e d .  Although some of  the  composers  
worked w i th in  th e  c o u r t ,  most l i v e d  o u t s i d e  in r e s i d e n c e s  of  
w e a l t h y  p a t r o n s .  Only a few rec o r d s  which prov ide  
in fo rm a t io n  from th e  l a t e  C aro l ing ian  and Commonwealth 
p e r i o d s  have s u r v i v e d . 1 In a d d i t i o n ,  i t  i s  d i f f i c u l t  to  
a s s i g n  d a t e s  t o  the  c o m p o s i t io n s  because  many o f  th e
iThree such s o u r c e s  are  the w r i t i n g s  o f  Anthony a 
Wood, (Powys, L i f e  and Times) :  Roger North ,  (W ilson,
North) ; and S ir .  Bui s t r o d e  W hite lock ,  A J o u r n a l . (See  
Chapter I ,  n. 1 . )
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m an uscr ip ts  were cop ied  at  a l a t e r  date  than the  actua l  
c o m p o s i t io n .  The p r e se n t  chapter d i s c u s s e s  in form at ion  and 
c o n j e c t u r e s  concern in g  the  manuscr ipts  and the composers .
J o h n  J e r k i n s  ( 1 5 9 2 - 1 6 7 8 ) 2
Although John J enkin s  was w e l l  known and h i g h l y  
r e s p e c t e d  a s  a composer during h i s  l i f e t i m e ,  v e r y  l i t t l e  i s  
known about him at  p r e s e n t .  He was a very  p r o l i f i c  composer,  
but o n ly  a few of  h i s  works were ever p u b l i s h e d .  One of the  
f i r s t  e v e n t s  in which Jenk in s  i s  known to have p a r t i c i p a t e d  
i s  the  masque ■Triumph of  Peace* by James S h i r l e y ,  p r e se n ted  
in 1633-34 .  Jenkins  i s  l i s t e d  a s  a performer on th e  v i o l  and 
l u t e  in t h i s  product ion .®  According to  Roger N orth ,  Jenkins  
had e s t a b l i s h e d  a r e p u t a t io n  a s  a b a s s  v i o l i s t ,  l y r a  v i o l i s t ,  
and l u t e n i s t .  North s t a t e s  that  Jenkins  was brought b e f o r e  
C har les  I to  perform on th e  lyra  v i o l ,  and ' t h e  King sayd he 
d id  wonders upon an in c o n s id e r a b le  i n s t r u m e n t .* 4
*The many a r t i c l e s  by Andrew Ashbee and Pamela 
W i l l e t t s  which have prov id ed  the  m ater ia l  fo r  t h i s  
d i s c u s s i o n  on J en k in s  are  l i s t e d  in  the  B i b l io g r a p h y .  
E s p e c i a l l y  h e l p f u l ,  however,  a re  the  f o l l o w i n g :  Andrew
Ashbee, "Towards a Chronology and Grouping of  Some A i r s  by 
John J e n k in s ,"  Music and L e t t e r s  55 <1974): 3 0 -4 4 ;
The New Grove 6th e d . , s . v .  *John Jenkins" by Andrew 
Ashbee; and Pamela W i l l e t t s ,  "Sir N ic h o la s  Le S tran ge  and 
John J e n k in s ,  ■ Music and L e t t e r s  42 <1961):  3 0 - 4 3 .
®Sabol, "New Documents," p.  23 .
4Quoted in W ilson ,  Rooer N o r th , pp. 3 4 3 -4 4 .
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There  i s  e v id e n c e  that  Jenkins  spent sev era l  y e a r s  in 
West Denham in the household  of  Thomas Derham, u n t i l  the  
death of  t h i s  patron in 1644.5  P o s s i b l y  l a t e  in t h i s  same 
year Jen k in s  took up r e s i d e n c e  in the  household  o f  S ir  
N i c h o l a s  l e  S trange .  S ir  N ic h o la s  records  that Jen k in s  did  
some "new Composing in 1644 and 1645."•
J e n k i n s ' s  whereabouts  during the Commonwealth p er iod  
i s  not  known, but he i s  reputed  to  have a s s o c i a t e d  w ith  
se v e r a l  p o e t s  during t h i s  t ime, s p e c i f i c a l l y ,  Edward 
Beni owes,  Thomas Shadw el l ,  E l i z a b e th  B u r n e l l ,  and Joseph  
P r o c t o r . * In 1660 Jen k in s  r e c e i v e d  the  appointment of  
theorbo p la y e r  in the  K in g 's  Music,  but app arent ly  he spent  
v e r y  l i t t l e  time at c o u r t .  He i s  thought t o  have been in 
r e s i d e n c e  a t  K i r t l i n g  in  the  home o f  Lord Dudley North from 
1668 to  1667. S in ce  h i s  name appears  in rec o r d s  th er e  from 
an e a r l i e r  d a t e ,  he may have been a v i s i t o r  b e fo r e  he  
a c t u a l l y  took up r e s i d e n c e .  In 1678 Jenkins  d i e d ,  a 
wel 1- r e s p e c t e d  and much-loved composer,  in the  home o f  S ir  
P h i l i p  Wodehouse at  Kimberly in N o r f o l k . 8
®This in form ation  from the  unabridged e d i t i o n  o f  the  
L i f e  and Times o f  Anthony a Wood by e d i t e d  Andrew Clark,  
(Oxford ,  n . p .  1882),  p .  335 ,  i s  c i t e d  in both Ashbee,  
■Towards a Chronology," p.  34 and W i l l e t t s ,  "Sir N i c h o l a s ,"  
p . 3 6 .
•Ashbee, "Towards a Chronology," pp. 3 4 -3 5 .  A sh b e e ' s  
so u rce  i s  the  n o t e s  which appear on mansucripts  c a ta lo g u e d  
in Chicago Newberry L ibrary  Case MS. VM.I .A .1 8 .J . 5 2 c .
7Ashbee,  "John J e n k in s ,"  New Grove. According to  
Anthony a Wood, (Clark ed .  pp. 208-09)  Proctor  was a s tu d en t  
o f  J e n k in s  and a ly ra  v i o l i s t .  Ashbee c i t e s  t h i s  r e f e r e n c e  
in "Towards a Chronology," p.  40 .
•Ashbee, "John J e n k in s ,"  New Grove.
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The l y r a  c o n s o r t  m anuscr ipts  by Jenkins  are ca ta lo g u e d  
in  B r i t i s h  l i b r a r i e s  as  -follows: Oxford Bodle ian L ibrary ,
th e  Music School Manuscripts  C.S4 (OBI),  C.S5 (CB2) and C.33  
( 0 3 3 ) ;  and in the Durham Dean and Chapter Library, the Bam- 
burgh Mus. M anuscr ip ts  179-180 (DRc) . None o-f th ese  manu­
s c r i p t s  i s  d a t ed .  The th ree  Oxford manuscr ipts  are par t  of  
a c o l l e c t i o n  of  music  purchased fo r  the Oxford Music School  
in  1667 from the North r e s i d e n c e  a t  K i r t l i n g .  Another  
manuscr ipt  from t h i s  c o l l e c t i o n ,  a group o f  f a n t a s i a s  fo r  
t r e b l e  and two b a s s  v i o l s  w ith  organ ( c a ta lo g u e d  as  OB MSS E 
406-9)  a l s o  by J e n k i n s ,  bears  a d a t e  o f  copy of  1654. From 
c a r e f u l  exam inat ion  o f  both the c a l l i g r a p h y  of  the c o p y i s t s  
and the  watermarks on the  paper ,  i t  has been s p e c u la t e d  that  
th e  m a n u s c r ip t s  purchased a t  t h i s  t ime were a l l  co p ied  a t  
about t h e  same time as  MS OB E 4 0 6 - 9 . *  A t t e n t io n  i s  g iven  
in  Chapter 6 to  more p r e c i s e  d a t i n g  o f  t h e s e  m anuscr ipts  
on the b a s i s  o f  s t y l i s t i c  e l e m e n t s .
T h ese  Oxford m an uscr ip ts  by Jenkins  are  each a 
c o l l e c t i o n  o f  four  par tb ooks ,  measuring about t h i r t y  
c e n t i m e t e r s  by t w e n t y - t h r e e  c e n t i m e t e r s .  MS OBI c o n t a i n s  
two s u i t e s  f o r  v i o l i n ,  ly ra  v i o l ,  b a s s  v i o l ,  and 
h a r p s i c h o r d .  The f i r s t  s u i t e  o f  s i x  p i e c e s  in C major i s  
f o l l o w e d  by a s e t t i n g  o f  p i e c e s  e n t i t l e d  "The S ix e  B e l l s . "
A s u i t e  o f  s i x  p i e c e s  in  A minor com ple tes  th e  m an uscr ip t .
•Margaret  Crum, "The Consort Music from K i r t l i n g  
Bought f o r  th e  Oxford Music School from Anthony Mood in 
1667," C h e lvs  4 ( 1 9 7 2 ) :  7 - 8 .
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MS 0B2 c o n t a i n s  two s u i t e s  -for t r e b l e  v i o l ,  l y r a  v i o l ,  
b ass  v i o l ,  and harps ichord  in G minor and G major.  MS 0B3 
c o n t a i n s  two s u i t e s  -for ■ tr eb le ,"  l y r a  v i o l ,  bass  v i o l ,  
and h a rps ichord  in D minor and D major.  Inc luded in th ese  
s u i t e s  are  p i e c e s  -for d i v i s i o n  " t r e b l e , "  d i v i s i o n  b a s s  v i o l ,  
l y r a  v i o l ,  and h arp s ich ord .  Another p i e c e  e n t i t l e d  "The 
B el l s"  i s  in c lu d e d  in t h i s  manuscript a l s o .  Three p i e c e s  
■for " t r e b l e , "  b a ss  v i o l ,  and harps ichord  w ithout  the lyra  
v i o l  con c lu d e  the  m anuscr ipt .
The remaining l y r a  c o n s o r t s  by Jenkins  are ca ta lo g u ed  
in th e  Durham Dean and Chapter L ibrary  a s  MS 17?-130<DRc>. 
T h is  manuscript  c o n t a i n s  th ree  complete  and t h r e e  incom p lete  
s u i t e s  -for " t r e b l e ,"  ly r a  v i o l ,  and b a s s  v i o l .  The incom­
p l e t e  s u i t e s  lack the  bass  part  book. No keyboard i s  
mentioned; however,  in the b a s s  partbook where the range i s  
e i t h e r  v e r y  high or v e r y  low, small  n o t e s  a r e  w r i t t e n  e i t h e r  
above or below th e  l i n e s  a t  the  o c t a v e .  The s u i t e s  in  t h i s  
manuscr ipt  a re  in G minor,  G major,  D minor, D major,  A 
minor,  and A major.  The t i t l e  "Sonata" appears  above the  
■first p i e c e  in MS DRc in the  partbook -for th e  ly r a  v i o l .  
O th erw ise ,  no t i t l e s  appear in  t h i s  m a n u s c r ip t . In-formation 
about th e  t i t l e s  may be found in Chapter IV.
iQWhen th e  t i t l e  does  not s p e c i f y  e i t h e r  the  t r e b l e  
v i o l  or th e  v i o l i n ,  but s imply  l i s t s  the  word " t r e b le " ,  that  
part  w i l l  be r e f e r r e d  to  as  "treb le"  in the d i s c u s s i o n .
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
C h r i s t o p h e r  S i m p s o n  ( d .  1 6 6 9 )
Chris topher Simpson was born in Yorkshire  sometime 
between 1605 and 1610 to a C atho l ic  fa m i ly .* *  During the  
r e v o l u t i o n  he fought  on the  R o y a l i s t  s i d e ,  and during the  
Commonwealth p er iod  he  was in the patronage of  S ir  Robert 
B o l 1e s  at  Scampton. I t  i s  to B o l1e s  that  Simpson ded ica ted  
h i s  p u b l i c a t i o n  o f  1659, The D iv i s io n  V i o l i s t . *2 A 
second  p u b l i c a t i o n ,  The P r i n c i p l e s  o f  P r a c t i c a l  Music'/
<1665) was d e d ic a te d  to  B o l l e s ' s  c o u s i n ,  S ir  John S t .  Barbe,  
who was a s tud en t  of  Simpson and a ly r a  v i o l i s t . * 8 A l a s t  
p u b l i c a t i o n ,  A Compendium o f  P r a c t i c a l  MusicK (1678) i s  
s i m i l a r  to  th e  1665 p u b l i c a t i o n .**  Simpson remained in 
th e  B o l l e s  r e s i d e n c e ,  earning h i s  l i v i n g  from h i s
**Margaret Meredith ,  'C hr is toph er  Simpson 
and the  Consort o f  V i o l s '  (Ph.D. d i s s e r t a t i o n ,  U n iv e r s i t y  
C o l l e g e ,  C a r d i f f ,  Wales,  19695, p .  22 .
*2Chris topher  Simpson, The D i v i s i o n  V i o l i s t .
(London: P la y fo r d ,  1659) .  The second e d i t i o n  i s  e n t i t l e d  
The D iv i s io n  Viol (London: W. Godbid, 1667; f a c s i m i l e  
e d . ,  e d i t e d  by N a t h a l i e  Dolmetsch, London: J .  Curwen and
Sons L t d . , 1955) .
*3Simpson, The P r i n c i p l e s  o f  P r a c t i c a l  Musick. 
(London: W i l l .  Godbid for  Henry Broome^ 1665). T h i s
in form ation  in Frank T r a f i c a n t e ,  "Music fo r  the  Lyra V io l :  
The P r in te d  S o u r c e s , '  Journal o f  the  V io la  da Gamba 
S o c i e t y  o f  America h e r e a f t e r  r e f e r r e d  to  a s  JVDGSA 5 
(1 9 6 8 ) :  33 .
*«Simpson, A Compendium of  P r a c t i c a l  Musick 
(London: M.C. for  Henry Broome, 1678) .  According to
T r a f i c a n t e ,  ( s e e  n .  13) both p u b l i c a t i o n s  c o n ta in  a 
d i s c u s s i o n  o f  the e lem ents  of  c o m p o s i t io n ,  fo l l o w e d  by 
an appendix c o n t a i n i n g  p i e c e s  for  b eg inn ing  v i o l  p l a y e r s .  
The 1678 e d i t i o n  c o n t a in s  an a d d i t io n a l  s e t  o f  p i e c e s .
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p u b l i c a t i o n s  and te a c h in g  u n t i l  h i s  death ,  which i s  b e l i e v e d  
to  h a v e  occurred in 1669.
Like the music  o-f J en k in s ,  much of  the  music of Simpson 
remained in manuscript form. One o f  the l a r g e s t  o f  h i s  
c o l l e c t i o n s  i s  a group of f a n t a s i a  s u i t e s  e n t i t l e d  "The 
Seasons" fo r  t r e b l e  v i o l  or v i o l i n ,  two d i v i s i o n  v i o l s  
and c o n t in u o .  A group of tw e lve  f a n t a s i a s  e n t i t l e d  
"The Months" i s  w r i t t e n  fo r  the  same ensemble.  The f a c t  
th a t  t h e s e  m an u scr ip ts  are  mentioned in The D iv i s io n  
V i o l i s t  i n d i c a t e s  that  they were composed b e f o r e  1459.15
S im pson 's  l y r a  v i o l  co n so r t  i s  ca ta lo g u e d  as  the  
Oxford B odle ian  Mus.Sch. MSS E.430 (MS 0B 5 ) . The manuscript  
b e a r s  th e  t i t l e  "The L i t t l e  Consort ,"  and c o n t a i n s  a s e t  
o f  par tb ooks  f o r  an ensemble o f  " t r e b le ,"  ly r a  v i o l ,  bass  
v i o l  , and c o n t i n u o .  The partbooks  are dated 1472/73 ,  
p o s s i b l y  th e  d a te  o-f copy or date  o f  a c q u i s i t i o n .  The 
i n s c r i p t i o n  on the  partbook the  "Bassus Continuus" reads  
"Mr Sympson's L i t t l e  Consort: P r ick t  it g iven  mee by Mr
F r a n c i s  Withye:  11 Jan: 1472 /3 ."  The bass  v i o l  book and 
the  c o n t in u o  book a r e  n e a r ly  i d e n t i c a l  , excep t  th a t  the  
l a t t e r  i n c l u d e s  a few f i g u r e d - b a s s  symbols .  The t w e n t y - s ix  
p i e c e s  in t h i s  c o l l e c t i o n  are  d iv id ed  i n t o  four  s u i t e s :
G m inor ,  G major,  D minor,  and D major.
i s c h r i s t o p h e r  D.S. F i e l d ,  "The E n g l ish  Consort S u i t e  
o f  the  S ev en teen th  Century," (Ph.D. d i s s e r t a t i o n ,  New 
C o l l e g e ,  Univ .  o f  Oxford, 1971) ,  p.  204 .  In th e  p r e f a c e  o f  
The D i v i s i o n  V i o l i s t  ( 1 4 5 9 ) ,  Simpson i n c l u d e s  a q u otat ion  
by J e n k in s  which r e f e r s  to  t h e s e  p i e c e s .  F i e l d  d i s c u s s e s  
t h i s  q u o ta t io n  in h i s  s tud y  o f  the f a n t a s i a  s u i t e s .
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The f o l  Tewing -factors  l e d  Meredith to a s s ig n  a d a te  
o-f about T650 to  t h e s e  c o m p o s i t io n s :  1) th e  average
length  o-f the  dances  i s  longer  than that  o-f examples -found 
e a r l i e r  in the cen tury;  2) th e r e  i s  a g r e a t e r  development o-f 
m o t iv e s ;  3) the  b a s s  - funct ions  as  a harmonic b a s s  and the
i
p i e c e s  are  more tonal than e a r l i e r  p i e c e s ;  4) th e  m anuscr ipt  
has th e  same t i t l e  as a 1656 p u b l i c a t i o n  by Matthew Lccke  
that  i s  a l s o  d i v i d e d  i n t o  s u i t e s . 16
Georoe Hudson (d .  1672)
John P l a y f o r d ' s  Musical Banquet <1651) i n c l u d e s  
Hudson's  name in a l i s t  o-f t e a c h e r s  o-f "Voyce or Viol e . " 17 
A ccording  t o  de L a fo n t a in e ,  Hudson was sworn in a s  a 
m u sic ian  to  th e  k in g  in 1 6 4 1 , 18 and i s  l i s t e d  as  a 
v i o l i n i s t  in the  "Musit ians  o-f P r i v a t e  Musick," in 1 6 6 0 . 16 
His  name appears  -frequently  a s  a composer and a v i o l i n i s t  
in the  c o u r t  between 1660 and 1672, the date  o-f h i s  d ea th .
Music by Hudson appears  in manuscript in the  Oxford 
C h r is t  Church Library MSS 1006-9 ,  in Oxford Bod. Mus. S c h .
i sM e r ed i th ,  "Chris topher Simpson," p .  92 .
17John P l a y f o r d ,  Musical Banouet. (London:
P r in t e d  by T.H. fo r  John Benson and John P l a y f o r d ,  1651) ,  
p r e f a c e .
i« d e  L a fo n t a in e ,  The K in o ' s  Musick . p.  109.
18I b i d .  p.  114.
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MM D. 2 3 3 - 6 ,  and E. 451. Several o-f h i s  two-part  ayres  were 
p u b l i s h e d  in P l a y f o r d ' s  Court Av^es of  1655. Hudson's  
l y r a  v i o l  music a 1 so  appears  in Play-fcrd 's  e d i t i o n s  o-f l y r a  
v i o l  s o l o s ,  as  w e l l  as in the ’Manchester Gamba Book."20
The ly r a  v i o l  s u i t e  by Hudson i s  ca ta loq u ed  in Uppsala  
as IMhs 4 : 3  (Uu) and has been a s s ig n e d  a d a te  of  approxi­
m a te ly  1640. The t i t l e  on the manuscript reads  "For the  Lyro 
V i o l e ,  T r e b l e  V io l  1 in  and Theorba." George Hudson's name 
f o l l o w s  the  l a s t  p i e c e  in each partbook,  and i t  has been 
s u g g e s t e d  that  t h e s e  s i g n a t u r e s  may be a u t o g r a p h s .21
' T h e r e  are  s e v e r a l  c u r i o s i t i e s  about the Hudson 
manuscr ipt  th a t  p r e se n t  i n t e r e s t i n g  problems and q u e s t i o n s .
The means by which t h i s  Engl ish  manuscript came to  Sweden i s  
a matter  o f  c o n j e c t u r e .  Andrew Ashbee,  in r e f e r e n c e  to  
^hree o ther  E n g l i sh  m anuscr ipts  a l s o  c a ta lo g u e d  at  Uppsala ,  
has s a i d  th a t  " p o s s i b l y  [ t h e  m an uscr ipts ]  t r a v e l e d  with  
B u ls tr o d e  W h i t e l c c k ' s  p a r ty  during h i s  Ambassadorship to  the  
Court o f  Queen C h r i s t ia n a  a t  Uppsala between December, 1653,
*®Paul Furnas,  "The Manchester Gamba Book: A
Primary Source  o f  Ornaments fo r  the  Lyra V i o l , "  (Ph.D 
d i s s e r t a t i o n ,  S ta n fo rd  U n i v . ,  1978) ,  p .  561 .
21Erik K je l l  berg  (Ph.D. M usico logy ,  Uppsala ,
1979) made t h i s  s u g g e s t i o n  to  the w r i t e r  in a l e t t e r  o f  23  
January 1980. Gordon Dodd compared t h e s e  s i g n a t u r e s  with  
t h r e e  s i g n a t u r e s  known to  have been made by Hudson in 1672.  
M hile  Dodd c o n s i d e r s  the  two hands q u i t e  d i f f e r e n t ,  he 
s u g g e s t e d  in a l e t t e r  o f  6 April  1980 that  the  manuscr ipts  
c o u ld  have been s i g n e d  by Hudson in h i s  e a r l i e r  y e a r s .
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end May, 1 6 5 4 ."22 An entry  in W h i t e lo c k ' s  journal in 
A p r i l ,  1654 s t a t e s  th a t  the qu een 's  m u s ic ian s  came to  
W h i t e l o c k ' s  house  to  e n t e r t a i n  him, and "they piayed many 
l e s s o n s  o-f E n g l i s h  c o m p o s i t io n ,  which the  gentlemen who were  
musical  o-f W h i t e l o c k ' s  fa m i ly  brought fo r th  unto  them."23 
Perhaps A sh b e e ' s  c o n j e c t u r e  could  be extended to  inc lude  
the  Hudson s u i t e  as w e l l .
Inc luded  with the  s u i t e  i s  a manuscript w r i t t e n  in 
German keyboard t a b l a t u r e .  A t r a n s c r i p t i o n  o f  t h i s  
t a b l a t u r e  y i e l d s  a s c o r e  of  the  v i o l i n  and theorbo p ar ts  for  
a l l  s i x  p i e c e s  of the  ly r a  s u i t e .  The use  o f  German keyboard  
t a b l a t u r e  in a s s o c i a t i o n  w ith  an Engl ish  composit ion from the  
m id -s e v e n t e e n t h  c e n tu r y  has seemed unusual enough to merit  
f u r t h e r  i n v e s t i g a t i o n .  Severa l  so u r c e s  have provided  
in form at ion  about the  use o f  keyboard t a b l a t u r e  in the music  
of  th e  Swedish court  during t h i s  t i m e . 2*
In a c a t a l o g u e  th a t  l i s t s  the p r in t e d  music conta in ed  
in th e  c o l l e c t i o n s  in Uppsala ,  th ere  are  e i g h t  p r in ted  works 
f o r  which c o p i e s  were  made in  keyboard t a b l a t u r e  during the
22Andrew Ashbee,  "Music for  T r e b l e ,  B a s s ,  and Organ 
by John J e n k i n s , ” Chelvs  6  <1975-76):  23 .
2®Sir Bui s t r o d e  W hite lock ,  A Journal 2 : 1 3 5 .
2*Two g en era l  s o u r c e s  are:  D ie  Musik in
G e sc h ic h te  und Geoenwart. s . v .  "Duben," by Fo lke  Lindbergj  
and The New Grove 6th e d . ,  s . v .  “Duben," by Bengt  
Kyhlberg.
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sev'er.teenth c e n t u r y . 2 5  From 1620-1720, the Hofkaoel 1 e  
in Stockholm employed as Kapel i m e i s t e r s  members of a 
■family named Duben. Beginning with  Andreas D u b e n  the E ld e r ,  
who had s t u d ie d  in L e i p z i g ,  the p o s i t i o n  was handed from 
g e n e ra t io n  to g e n e r a t i o n ,  with  much of  the musical a c t i v i  ty  
o c cu rr in g  during the term of  Gustave Duben the E lder ,  from 
1663-92.  Music was composed by the  KapelIm eis tars  and 
by f o r e i g n  composers employed in the  H ofk aoel1e . Music 
was a l s o  co m iss io n ed  from fo r e ig n  composers .  Much of  the  
music was cop ied  in t o  Germain keyboard t a b l a t u r e  r e g a r d l e s s  
of  the o r i g i n a l  in s tr u m e n ta t io n .  This  c o l l e c t i o n  o f  m u s ic ,  
of  which the  Hudson ly ra  v i o l  consort  i s  a p a r t ,  i s  known 
a s  the  "Duben C o l l e c t i o n ” and i s  now c a ta lo g u e d  in the  
Uppsala U n i v e r s i t s b i b l i o t e k e t .
A r ec e n t  d i s s e r t a t i o n  by J a r o s la v  M r a c e k ^ s  i n v e s t i ­
ga ted  a l a r g e  c o l l e c t i o n  o f  dances  w r i t t e n  in keyboard 
t a b l a t u r e  and c a t a lo g u e d  a t  Uppsala .  In h i s  s tu d y ,  Mracek 
conc luded  that  t h e s e  p i e c e s  are a c t u a l l y  instrumental  
ensemble  dances  th a t  had been c o p ie d  i n t o  t a b la t u r e  during  
t h i s  p e r i o d .  He co n s id e re d  the copying  p r o c es s  to  be fo r  
the  purpose  of p r e s e r v i n g  th e  music ,  and not for  th e  purpose
2SRafae1 M it ja n a ,  Cata logue c r i t i q u e  e t  d e s c r i p t i f  
des  imprimis  de musiaue des  XVIe e t  XUIIe s i & c l e s .  Conserves  
a l a  Bib! i o t e a u e  de 1'Univer-sj t e  royal d / Upsala (Uppsala:  
Imprimerie Almquest and Mil s e l l ,  1911) .
*« J a ro s la v  Mracek, "Seventeenth-Century  
Instrumental Dances in Uppsala ,  U n i v e r s i t y , "  2 v o l s .  (Ph.D.  
d i s s e r t a t i o n ,  Indiana U n i v e r s i t y ,  1965) 1 :1 1 - 1 2 .
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o-F performance . Mracek's  d i s s e r t a t i o n  p ro v id es  a d e s c r i p t i o n  
and severa l  examples o-f the keyboard t a b l a t u r e  o f  t h i s  
c o l l e c t i o n .  A comparison of the keyboard manuscript  of the  
Hudson s u i t e  with the d e s c r i p t i o n  and s ev e r a l  examples o f  
the  keyboard t a b l a t u r e  of  Mracek's s tudy  show many s i m i l a r ­
i t i e s .  Presumably the keyboard t a b l a t u r e  in c lu d ed  with the  
Hudson manuscript was done by a member of  the H ofk aoe l ’ e 
at  a l a t e r  tim e,  Hudson having o r i g i n a l l y  composed the s u i t e  
f o r  v i o l i n ,  lyra  v i o l ,  and theorbo ,  as i s  in d i c a t e d  in the  
t i t l e .
1 A second m anuscr ipt ,  c a ta lo g u e d  a s  IMhs 4 : 3 ,  c o n t a in s  
t h r e e  o f  the  p i e c e s  o f  the  Hudson s u i t e  s co red  on ly  for  
v i o l i n  and ly r a  v i o l .  These  p i e c e s  were probably  cop ied  
during  the  1460s by a member o f  the H ofk aoel1e a l s o . 27
On th e  bottom h a l f  o f  the  same paper i s  an anonymous 
c o l l e c t i o n  w r i t t e n  f o r  *2 Ver Stimbt V i o l i n o  e t  Vio l  di gamb 
de Basso ."  The r i g h t  s i d e  o f  the  page c o n t a i n s  the  t a b l a ­
tu r e  for  th e  v i o l ,  and th e  l e f t  s i d e  c o n t a i n s  the  par t  fo r  
one of  the  v i o l i n s .  T h i s  m an uscr ip t ,  c a ta lo g u e d  as  IMhs 
4 : 3  a 2 ,  appears t o  be w r i t t e n  in the  same hand a s  the  above  
m a n u scr ip t .  No tu n in gs  are  i n d i c a t e d  fo r  e i t h e r  the  ly r a  
v i o l  or the  v i o l i n s ;  however,  a tuning o f  c -sharo^ae  
c - s h a r o  AE. or "Common tuning  f l a t , "  p r o v id e s  a c o n v in c in g  
t r a n s c r i p t i o n  f o r  the  ly r a  v i o l ,  and a tu n ing  o f  a c ' z ' e '  
r e s u l t s  in s a t i s f a c t o r y  double  s t o p s  and melodic  l i n e s  for  
th e  v i o l i n .  The a llemands and the  co u ra n ts  fo r  the  two
27Erik K j e l l b e r g ,  correspondence  o f  2 June 1980.
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p a r t s  do not f i t  to g e th er  in s c o r e ,  however.  Thus, i t  
appears  th a t  t h i s  fragment c o n t a i n s  f i v e  s e p a r a t e  p i e c e s ,  
t h r e e  fo r  the  Tyra v i o l  and two f c r  th e  v i o l i n . * ®  For the  
p u rp o ses  of  t h i s  s tu d y ,  on ly  the lyra  consort  ca ta lo g u ed  as 
IMhs 4 : 3  by Hudson and th e  added keyboard t a b l a t u r e  w i l l  be 
c o n s id e r e d  f u r t h e r .
g e o ro e  Loosemore <d. 1682)
George Loosemore i s  b e l i e v e d  to  be the  composer of  the  
s i x  p i e c e s  in a s u i t e  c a ta lo g u ed  in B r u s s e l s  C onservato ire  
MSS L i t t .  xy .  2 4 , 9 1 0 . <Bc) The i n i t i a l s  "GL* which appear at  
th e  end o f  the l a s t  p i e c e  in the  t r e b l e  par t  resemble  very  
c l o s e l y  th e  same i n i t i a l s  which f o l l o w  a f a c s i m i l e  o f  "Eccho 
Courant" by Loosemore which i s  p i c t u r e d  in Rooer North on 
Mu s i c . Wi l son s t a t e s  that  t h i s  example i s  in Loosemore's  
h a n d . 30 Several  o ther  f e a t u r e s  o f  the  two examples share  
s i m i l a r i t i e s .  The meter  used in the  f i n a l  p i e c e  o f  Be,
i s  w r i t t e n  in t h e  same manner as  the Courant example shown 
in  N o r t h . The sh a p es  and s p a c in g s  of  the  n o t e s  are  
s i m i l a r  in the  two examples ,  and the l e t t e r s  S and L 
in  t h e  "Eccho Courant" c l o s e l y  resem ble  th e  i n i t i a l  l e t t e r s
2®A more d e t a i l e d  d i s c u s s i o n  w ith  some examples from 
t h i s  manuscr ipt  can be  found in t h e  a r t i c l e :  11a H. S t o l t z f u s ,  
"The Lyra Vio l  in Consort: An Example from Uppsala ,
U n iv e r s i  t e t s b i b l i o t e k e t  IMhs 4 : 3 , "  JVDGSA 17 <1?80>:56 - 6 7 .
*®Wilson, Rooer N o r t h , p l a t e  I ,  between pp. 4 - 5 .
®°Ibid .  p .  6 .
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o-F "soft"  and "loud" -found in MS Be. Thus, i f  the "Eccho 
Courant" i s  w r i t t e n  in Loosemore's  hand, p o s s i b ’ y the s u i t e  
c a ta lo g u e d  in B r u s s e l s  i s  a l s o  in h i s  autograph.**
Loosemore i s  not l i s t e d  in The K in c 's  Music*'. ** but  
i t  i s  known that  he was in r e s i d e n c e  at K i r t l i n g  at about  
the same time that  Jenkins  was t h e r e . * *  Both George 
Loosemore and h i s  brother  Henry were o r g a n i s t s  a t  Cambridge; 
a-fter th e  R e s to r a t io n  George was appointed  o r g a n is t  at T r i n i t y  
C o l l e g e ,  Cambridge, where he serv ed  u n t i l  h i s  death in 1682.
A c o l l e c t i o n  o-f hymns and anthems by Loosemore are c o n ta in e d  
in the B r i t i s h  Library,  MSS HarT. 7339 and Add. 3 4 .2 0 3 .
The l y r a  v i o l  s u i t e  -from B r u s s e l s  c o n ta in s  s i x  p i e c e s  
-for v i o l i n ,  1yra v i o l ,  and b a s s .  Above the  bass  part i s  
w r i t t e n  "with A r c h i l u t e . "  Tra-f icante  has  given the p i e c e s  
th e  genera l  t i t l e  of  "ayres;"** however,  form and s t y l i s t i c  
d i f f e r e n c e s  in the p i e c e s  s u g g e s t  more s p e c i f i c ,  p r o v i s io n a l  
t i t l e s .  The f i r s t  p i e c e ,  which can be seen  in Appendix 2 ,  
Example 11, w i l l  be co n s id ered  a pavan f o r  the f o l l o w i n g  
r e a s o n s ;  i t  c o n t a in s  th ree  s t r a i n s ,  i t  i s  in duple  m eter ,  and 
i t s  m o t i v e s ,  namely,  d J J and J  , are c h a r a c t e r i s t i c  o f  pavans.
**This  i s  one o f  the  few appearances  o f  dynamic markings  
in t h e s e  s u i t e s .  Other i n s t a n c e s  occur in an "Ecco Corant" 
by J e n k in s  in MS 0B3, where again  th e  words "Lo" or "So" are  
are  u se d ,  in Saraband 3 from MS OBI and Coranto 3 from MS 
0B3 where " s o f t ” i s  w r i t t e n  below a rep ea ted  m ot ive .
*2I_afontaine,  The K in o 's  Musick.
**Wilson,  Rooer N o r th , p.  4 .
**Frank T r a f i c a n t e ,  "Music fo r  the  Lyra Viol"
Manuscript Sources ,"  Chelvs  8 <1978-79):  11.
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The next th ree  p i e c e s  a l l  conta in  two s t r a i n s ,  have some 
im i t a t io n  w i th in  a homcphonic s t r u c t u r e ,  and conta in  the  
sh o r te r  note  v a l u e s  common to ayres  or almans. ''"hey wit 1 be 
c a l l e d  a y r e s .  The - f i f th  p i e c e  p o s s e s s e s  the meter s ign  of 3  
and the c h a r a c t e r i s t i c  rhythm of  a coranto ,  w h i l e  the l a s t  
p i e c e  has the  meter s ign  of  $  and the rhythmic p a t t e r n s  of  
a saraband. This l a s t  p i e c e  has two s t r a i n s ,  each of  which 
has a d i f f e r e n t  ground b a ss  l i n e .  One s e t  of d i v i s i o n s  for  
the  v i o l i n  and two s e t s  of  d i v i s i o n s  fo r  the ly r a  v i o l  are  
provided for  both s t r a i n s  according  to th e  f o l l o w i n g  
scheme: AA1BB1A2A3B2B3 .
Anonymous (John Birchensha c a .  1441-1651?
The f i n a l  manuscript to  be co n s id ered  in t h i s  s tu d y  i s  
c a ta lo g u e d  in Oxford Bodle ian Music School MSS E. 410-414 .
The fro n t  o f  the  manuscript c o n t a in s  a c o l l e c t i o n  o f  ay res  
by Charles  Colman, Richard Cooke, and Wil liam Lawes. T h is  
c o l l e c t i o n  i s  ap p aren t ly  th e  main part o f  the manuscript  
partbooks .  The s u i t e s  which are inc luded  in t h i s  study are  
l o c a t e d  in the  back o f  the  partbooks:  to  examine them, the
books must be he ld  u p s id e  down, and paged from the  back 
cover  towards the  m id d le .
The four ly r a  v i o l  s u i t e s  conta in  music f o r  two or 
perhaps  th r e e  d i f f e r e n t  ensem bles .  The f i r s t  n in e  p i e c e s  
have p a r t s  f o r  two t r e b l e  ins trum en ts ,  l y r a  v i o l ,  l u t e ,  
theorbo ,  and b a ss  v i o l . P i e c e s  numbered from ten to  tw enty-  
s i x  omit th e  second t r e b l e  p a r t ,  and p i e c e s  numbered from
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twen t>—sever. to  t h i r t y - t w o  in c lu d e  the second t r e b le  part but 
ot t f - e  ’ >—s. v i o l .  The name John Birchensha -follows the  
-a.'ar. 3! ir the t r e b l e  bool', and the  i n i t i a l s  J .3 .  •follow 
the  l u t e  part  c-f Coranto 3 2 .  The bass  v i o l  beck c o n ta in s  
the  -fo’ ’ owing a n n o ta t io n s :  "R: Rhodes ex AEde C hr is t i  Oxen
Sept 7 ,  1340, ."  which i s  thought to be the date Ph.ndes 
a cquired  the v o l u m e s . s s
Only the l a s t  s i x  p i e c e s ,  th o se  which do not inc lu de  
th e  l y r a  v i c l  p a r t ,  conta in  any c l u e s  regarding the composer.  
The handwri t  i ng -for a l l  t h i r t y - t w o  ayres  i s  the same, and the  
m usica l  s t y l e  o-F a l l  o-f the p i e c e s  i s  s i m i l a r .  The composer 
c-f both the ly ra  and n o n - ly r a  c o n so r t  p i e c e s  wrote  very  short  
p i e c e s  with -frequent dou bl ing  o-f p a r t s ,  and a genera! d i s r e ­
gard -for the p a r t - w r i t i n g  c o n v e n t io n s  o-f the p e r io d .
The musical problems in  t h i s  manuscript are g r e a t .  
Frequent  c l a s h e s  o-f p a r t s  and p a r a l l e l  d i s so n a n c e s  occur,  
e s p e c i a l l y  between the  l u t e  and l y r a  v i o l  p a r t s .  Example 1 
shows a s c o r e  o f  second s t r a i n  from Alman 21 of  the S u i t e  in 
G Major. Problematic  area s  a r e  marked with a v e r t i c a l  d o t t e d  
l i n e .  In some i n s t a n c e s ,  th e  o n ly  change n e c es sa ry  i s  the  
a d d i t i o n  of an a c c i d e n t a l .  In other  c a s e s ,  a s  in mm. !0 ,  13, 
and 15, the v o i c e s  seem to  be  moving in two d i f f e r e n t  t o n a l ­
i t i e s .  In t h e s e  c a s e s ,  e d i t o r i a l  adjustm ents  r eq u ire  a 
change in  e i t h e r  the rhythmic symbols  or the l e t t e r s  o f  one 
of  th e  t a b l a t u r e s .
3STim Crawford, "An Unusual Consort Revealed  
in an Oxford Manuscript,"  C he lvs  6 (1 9 7 5 - 7 4 ) :  47.
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Example 1. A non . ,  Alman 21 in G major,  MS 0B4, 
S t r a i n  2 ( m a n u s c r i p t ) .
i
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Example 2 i s  a r e v i s i o n  o-f the same s t r a i n .  E d i t o r ia l  
changes in both the l y r a  v i o l  and l u t e  p a r t s  are brack e ted .  
The changes which e l i m i n a t e  u n s t y l i s t i c  i n t e r v a l s  and 
b i t o n a l i t y  have been made with a t t e n t i o n  to  the p h ys ica l  
l i m i t a t i o n s  o-f the  l u t e  and the 1 yra v i o l .  I t  i s  p o s s i b l e  
th a t  p a r t s  -for t h e s e  two instrum ents  were meant to be p layed  
a l t e r n a t e l y ,  i n s t e a d  o-f s im u l t a n e o u s ly ,  s i n c e  with  the  
theorbo p r e s e n t ,  n e i t h e r  the l u t e  nor the lyra  v i o l  appear 
t o  be - funct ion ing  as  a con t in u o  ins trum ent .
In a d i s c u s s i o n  o-f the musical  s ce n e  in Ox-ford during  
t h e  Commonwealth and e a r l y  R e s to r a t io n  p e r io d s ,  Anthony Wood 
d e s c r i b e s  th e  environment around which t h i s  and o ther  ensem­
b l e s  may have been p l a y e d . 3® Weekly musical  m e e t in g s  le d  
by a m usic ian  named W il l iam  E l l i s  in v o lv ed  a v a r i e t y  o-f musi­
c i a n s ,  many -formerly o f  the c o u r t .  Richard Rhodes (d .
1668) whose name appears  on the  m anuscr ipt ,  was a s tu d e n t  at  
C h r is t  Church and a member of  the  group. The manuscript may 
have been p la y ed  during  a t  l e a s t  one o f  the  m e e t in g s .  The 
manuscript  i s  exper im enta l  because  of  the  v a r i e t y  of  
p o s s i b l e  t im b r e s ,  and i t  may w e l l  be a composit ion  o f  John 
B irch en sh a ,  who h im s e l f  was d e s c r ib e d  as  a "musical 
adventurer" by C har les  B u rn ey .3? Birchensha was known fo r
3 ®Powys, Anthony a Wood, p.  51.
3?C harles  Burney, A General H is to r y  of Music 
from the  E a r l i e s t  Aoes t o  the Present  P er iod  3 v o l s .  <1789;
r e p r i n t  e d . ,  e d i t e d  by Frank Mercer,  New York: Harcourt
Brace and Company, 1 9 3 5 ) ,  2 :3 7 1 .
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h i s  mathematical approach to  co m p o s i t io n ,  which according  t o  
h i s  con tem p orar ie s ,  by-passed  harmony. His "-fantasia  
s u i t e s "  are  d e s c r ib e d  by m u s i c o l o g i s t  Chris topher  F i e l d  as 
having "bold even e c c e n t r i c  c o u n t e r p o in t ,  . . .  a t  p o i n t s  
h i s  c u r io u s  s t y l e  v e r g e s  on the b i z a r r e .  "3® The -fact that  
Birchensha may be the  composer o-f t h i s  manuscript cannot be 
v e r i f i e d ;  however,  th e  d e s c r i p t i o n  that  F i e l d  has g iven to 
B ir ch en sh a ' s  s t y l e  in connect ion  with the - fantas ia  s u i t e s  
c e r t a i n l y  - f i t s  the  d e s c r i p t i o n  f o r  th e  l y r a  c o n s o r t s  o f  MS 
0B4 as w e l 1.
While the  fo c u s  o f  the p r e se n t  s tudy  i s  on manuscript  
s o u rces  o f  ly ra  v i o l  c o n s o r t s ,  r e f e r e n c e  w i l l  be made to  
m ater ia l  from the  f o l l o w i n g  p r in t e d  s o u r c e s  which a l s o  
conta in  music fo r  the  ly r a  v i o l  w ith  o ther  in s tr u m en ts .  The 
e a r l i e s t  p u b l i c a t i o n ,  P o e t i c a l  1 MusicKe <1607) by Tobias  
Hume,39 i s  a c o l l e c t i o n  o f  p i e c e s  for  two tenor v i o l s ,  in 
regu lar  tu n in g ,  p la y i n g  from t a b l a t u r e ,  w ith  a b a ss  v i o l  
p la y in g  from reg u la r  n o t a t i o n .  Three of the p i e c e s  have a 
voca l  l i n e  added to  the  v i o l s  and one p i e c e  has  a t r e b l e  
l i n e  w i th ou t  words t h a t ,  according  to  Hume, can be fo r  
e i t h e r  a t r e b l e  v i o l  or v o i c e .  A second p u b l i c a t i o n ,
3*Chris topher F i e l d ,  "The E n g l ish  Consort S u i t e , "  
p . 238.
3«Tobias Hume, Caotaine  Hume/ s  P o e t i c a l  1 MusicRe 
<London: P r in te d  by John Windet,  1607; r e p r i n t  e d . ,  e d i t e d
by FranK T r a f i c a n t e ,  London: The Sco lar  P r e s s  L im ited ,  1977).
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XII 'Wonders of the World by John Maynard ( 1 6 ! l ) 4o c o n ta in s  
twelve  p i e c e s  -for l u t e ,  -followed by seven pavans -fcr lyra  
v i o l  and bass v i o l .  These pavans all  conta in  th ree  s t r a i n s  
which are r ep ea ted .  A la rger  c o l l e c t i o n ,  a l s o  -for ly ra  v i o l  
and b a ss  v i o l  i s  from 1471: Lessons for  the ? a ; s e - Mi o' or. 
the Conmon~y L'ninc. and many other  Met) T u n in c s . by John 
M o ss .41 These p i e c e s  are arranged in s u i t e s ,  each c o n s i s t i n g  
of  an Allman, Cor a n t ,  Saraband, and J ig g  Allman. The l a s t  
c o l l e c t i o n ,  of  s i x  sh o r t  p i e c e s  for  l y r a  v i o l  and b a ss  v i o l ,  
i s  part  of C hris topher  Simpson's  Compendium of  P r a c t i c a l  
Mu s i c k . p u b l i sh e d  in 1673 . 42 The p i e c e s  which are  u n t i t l e d ,  
are  in b inary  form and are  d a n c e - l i k e  in c h a r a c t er .
4°John Maynard, The XII Wonders o f  the World 
<London: Thomas Snodham for  John Browne, 1611j r e p r i n t  e d . ,  
e d i t e d  by Ian Harwood, London: The Sco lar  P ress  L imited ,
1978) .
41John Moss, Lessons  fo r  the Basse-Uio l on the  
Common Tuning, and many other  New T u n in cs . (London: W. 
Godbid, 1671).
42Chris topher Simpson, A Compendium of P r a c t i c a l  
Musick F iv e  P a r t s . (London: M.C. for  Henry Brome, 1678) .
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CHAPTER I I I
T h e  I n s t r u m e n t a t i o n  o f  t h e  L y r a  V i o l  C o n s o r t
Music -for the  l y r a  v i o l  in consort  w ith  other  i n s t r u ­
ments e x i s t s  in m an uscr ip ts  th a t  date  -from the l a t e  163W-. 
u n t i l  1672 /73 .  The un iqu en ess  of  t h i s  music l i e s  in the f a c t  
th a t  th e  ly r a  v i o l  was employed as  one member o f  a mixed 
ensem ble  which a l s o  in c lu d e d  a t r e b l e  instrument and i n s t r u ­
ments  f u n c t i o n i n g  in t h e  r o l e  o f  the  c o n t in u o .  E i ther  a 
t r e b l e  v i o l  or a v i o l i n  p layed the  t r e b l e  p a r t ,  and a bass  
v i o l  w i th  a harmonic instrument such as  a l u t e ,  theorbo ,  or 
h a r p s ic h o r d  p la y ed  the  c o n t in u o .
T h is  chapter  c o n t a i n s  a d e s c r i p t i o n  o f  the ly r a  v i o l  
a s  an in s tru m en t ,  the manner in which i t  i s  p la y ed ,  to g e th er  
w ith  c o n j e c t u r e s  reg a rd in g  i t s  h i s t o r y ,  and a survey  o f  i t s  
l i t e r a t u r e .  Information and q u e s t i o n s  r e l a t i n g  to  the  
performance p r a c t i c e s  o f  t h i s  p e r i o d  are  c o n s id e re d  here*, 
w ith  s p e c i a l  a t t e n t i o n  to  the  t r e b l e  and con t in u o  ins trum ents  
o f  th e  ensem ble .  The n a tu re  o f  the  ensemble v a r i e s  w ith  the  
c h o i c e  o f  t r e b l e  instrument and the  amount o f  m ater ia l  added 
by th e  c o n t in u o  p l a y e r s .
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T h e  L v r a  L ' i o l
" L y r a  v i o l *  m u s i c ,  o r  m u s i c  p l a y e d  “ l y r a  w a y , "  i s  
c l o s e l y  r e l a t e d  t o  t h e  l u t e  m u s i c  o-f t h e  s e v e n  t e e n  th 
c e n t u r y .  M u s i c  -for b o t h  o f  t h e s e  i n s t r u m e n t s  was  w r i t t e n  in 
c h o r d a l  a n d  q u a s i - p o l y p h o n i c  s t y l e s  a n d  w a s  n o t a t e d  i n  
F r e n c h  l u t e  t a b l a t u r e .  T h e  t a b l a t u r e  f o r  t h e  l y r a  v i o 1 
s h a r e s  a l l  o f  t h e  a s p e c t s  o f  t h e  F r e n c h  l u t e  t a b l a t u r e ;  
v i z . ,  t h e  s i x - l i n e  g r a p h  t o  r e p r e s e n t  t h e  s t r i n g s ,  l e t t e r s  
t o  r e p r e s e n t  p o s i t i o n s  on t h e  s t r i n g s ,  and  t h e  r h y t h m i c  
s y m b o l s  p l a c e d  a b o v e  t h e  g r a p h  t o  i n d i c a t e  d u r a t i o n s . 1
Two d i f f e r e n c e s  e x i s t  b e t w e e n  t a b l a t u r e s  f o r  t h e  l u t e  
a n d  f o r  t h e  l y r a  v i o l .  F i r s t  o f  a l l ,  t h e  l u t e  t a b l a t u r e  
f r e q u e n t l y  h a s  l e t t e r s  p l a c e d  b e l o w  t h e  s t a f f  t o  i n d i c a t e  
t h e  a d d i t i o n a l  b a s s  s t r i n g s  o r  c o u r s e s  t h a t  t h e  l y r a  v i o l  
d o e s  n o t  h a v e .  F u r t h e r m o r e ,  b e c a u s e  t h e  l y r a  v i o l  i s  a  bowed 
i n s t r u m e n t ,  a  c h o r d  h a s  t o  b e  p l a y e d  on a d j a c e n t  s t r i n g s .
C h o r d s  p l u c k e d  on  t h e  l u t e  do  n o t  n e e d  t o  be  p l a y e d  on 
a d j a c e n t  s t r i n g s .  F i g u r e  1 s h o w s  f r a g m e n t s  o f  l u t e  a n d  l y r a  
v i o l  t a b l a t u r e s  w i t h  t h e i r  r e s p e c t i v e  t r a n s c r i p t i o n s .
T h e  t a b l a t u r e  i s  a n  e f f i c i e n t  way o f  n o t a t i n g  t h e  
m o r e  t h a n  t h r e e —o c t a v e  r a n g e  o f  t h e  l y r a  v i o l  on a  g r a p h ,  
w i t h o u t  t h e  c o m p l i c a t i o n s  o f  c h a n g i n g  c l e f s  o r  u s i n g  t h e
*Wi1 1 i A p e l , Th e  N o t a t i o n  o f  P o l y p h o n i c  M u s i c  v
9 9 0 - 1  <500. 5 t h  e d .  ( C a m b r i d g e ,  MA: T h e  M e d i a e v a l  Academy
o f  A m e r i c a ,  1 9 5 3 ) ,  p p .  6 4 - 6 5 .
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
Figu re  1. Examples o-f l u t e  and lyra  v i o l  
t a b l a t u r e s  with  t h e i r  r e s p e c t i v e  t r a n s ­
c r i p t i o n s .  <a) Lute t a b l a t u r e  -from MS 0B4,  
Coranto 16, mm. 1 0 -1 1 .  <b> Lyra v i o l  ta b -
tabl a tu re  -from MS 081 ,  "The S i x e  B e l l s ,  mm. 
13-15 .
grand sta-f-f. The t a b l a t u r e  a l s o  - f a c i l i t a t e s  the read ing  
o-f the  m u l t i p l e  s t o p s .  Because th e  p la y e r  reading -from 
t a b l a t u r e  i s  p r im a r i ly  concerned w i th  l o c a t i n g  a p o s i t i o n  
ra ther  than producing a s p e c i f i c  p i t c h ,  t a b la t u r e  makes i t  
p o s s i b l e  t o  u se  a v a r i e t y  o f  t u n i n g s .  In music fo r  the  
l y r a  v i o l ,  over f i f t y  d i f f e r e n t  t u n in g s  a r e  known. Many o f  
the  t u n in g s  c o n t a in  o p e n - s t r i n g  t r i a d s  which f a c i l i t a t e  the  
p la y i n g  o f  c h o rd s .
The music  u s u a l l y  i n c l u d e s  an "accord" or "unison" a t  
the  b e g in n in g  or a t  the end o f  a p i e c e  which p r o v id e s  the
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d i r e c t i o n s  f o r  t u n i n g  t h e  l y r a  v i o l .  In t h e  s o l o  a n d  
e n s e m b l e  l i t e r a t u r e  -for two o r  t h r e e  l y r a  v i o l s ,  t h e  e x a c t  
p i t o h e =  a r e  n o t  i m p o r t a n t ;  t h u s ,  t h e  i n s t r u c t i o n  g i v e n  by 
J o h n  P l a y f o r d  t o  “ r a i s e  o r  s c r e w  up  t h e  t r e b l e  o r  t o p  s t r i n g  
a s  h i g h  a s  i t  w i l l  b e a r  w i t h o u t  b r e a k i n g * 2 i s  s u f f i c i e n t .
T h e  a d j a c e n t  s t r i n g  i s  t h e n  t u n e d  s o  t h a t  a s t o p p e d  p o s i t i o n  
p r o d u c e s  a  u n i  s e n  w i t h  t h e  ope n  s t r i n g  a b o v e  i t .  I n  t h e  
l i t e r a t u r e  f o r  t h e  l y r a  v i o l  i n  c o m b i n a t i o n  w i t h  o t h e r  
i n s t r u m e n t s ,  t h e  p i t c h e s  o f  t h e  s t r i n g s  n e e d  t o  c o n f o r m  
t o  t h e  p i t c h e s  o f  t h e  o t h e r  i n s t r u m e n t s .  C l u e s  f r o m  t h e  
a c c o r d ,  t o g e t h e r  w i t h  i n f o r m a t i o n  f o u n d  i n  t h e  c h o r d s  
a n d  c a d e n c e s ,  h e l p  t h e  p i a y e r  t o  d e t e r m i n e  t h e  p i t c h e s  
o f  t h e  s t r i n g s .  I t  w i l l  b e  s e e n  l a t e r  t h a t ,  f o r  m o s t  
o f  t h e  m a n u s c r i p t s  i n  t h i s  s t u d y ,  t h e  t o p  s t r i n g  i s  
t u n e d  t o  t h e  no r ma l  p i t c h  o f  d ^ .  I n  F i g u r e  2 ,  t h e  
a c c o r d  f o r  " v i o l  way"  o r  n o r m a l  t u n i n g  i s  g i v e n  t h r e e  
w a y s :  a) on t h e  g r a p h  a s  i t  a p p e a r s  i n  a  m u s i c a l  c o n t e x t ,
b)  w i t h o u t  t h e  g r a p h  a s  i t  a p p e a r s  i n  a d i s c u s s i o n ,  a n d
c)  t h e  a c t u a l  t r a n s c r i p t i o n  i n t o  r e g u l a r  n o t a t i o n .
2J o h n  P l a y f o r d ,  M u s t e k ' s  R e c r e a t i o n  on t h e  U i o l  
L y r a  Wa v . ( L o n d o n :  P r i n t e d  b y  A. G.  a n d  J . P . .  . . 1 6 8 2 ;  
r e p r i n t  e d . ,  e d i t e d  by  N a t h a l i e  D o l m e t s c h ,  London :  
H i n r i c h s e n  E d i t i o n  L t d . ,  I 9 6 0 ) ,  p .  i v .
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
f U f f
<a) <b) <c)
F i g u r e  2 .  <a>, <b> . “Accord" n o t a t i o n s ,
<c) t r a n s c r i p t i o n  -for "v io l -w ay*  tu n in g
G e n e r a l l y  th e  t a b l a t u r e s  r e se m b le  one  another  in  
■format, w i t h  o n l y  s l i g h t  d i f f e r e n c e s  a s  a r e s u l t  o f  th e  
d i f f e r e n t  c o p y i s t s '  hands .  Most o f  th e  rhythm sym bols  a re  
th e  same from m a n u s c r ip t  to  m a n u s c r ip t ,  and the  l e t t e r  
sym bols  v a r y  o n l y  in t h e  u s e  o f  e i t h e r  " i " ,  "y", or "j" f o r  
th e  p o s i t i o n  im m ed ia te ly  h ig h er  than "h".
One symbol which appears  o n l y  in  th e  .Simpson Tyra 
c o n s o r t  i s  a w r i t t e n  over  l e t t e r s  o f  th e  t a b l a t u r e  in
p l a c e  o f  rhythm s y m b o ls .  The appearance  o f  th e  f o l l o w s
F i g u r e  3a shows two exam ples  from the  t a b l a t u r e .  The author
s h o u ld  be  p l a y e d  in  t h e  rhythm o f  th e  l e t t e r s  j u s t  p r e c e d i n g ,
^Meredith ,  "Chris topher  Simpson," pp.  8 4 -1 1 ?  
p r o v i d e s  t r a n s c r i p t i o n s  o f  t h e s e  p i e c e s  and g i v e s  two 
d i f f e r e n t  i n t e r p r e t a t i o n s  fo r  t h i s  symbol : When th e  ^2-.
f o l l o w s  •  i  , s h e  w r i t e s  th e  rhythm a s  J J J  , d i v i d i n g  th e
f i r s t  n o t e .  When th e  *2. f o l l o w s  s h e  w r i t e s  th e  rhythm 
No d i s c u s s i o n  or e x p l a n a t i o n  i s  g i v e n .
a rhythm ic  p a t t e r n  i n v o l v i n g  two n o t e s ;  e i t h e r
h a s  i n t e r p r e t e d  t h i s  symbol to  mean th a t  the  l e t t e r s  under i t
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a s  can be seen in the  t r a n s c r i p t i o n  in F igure 3b. In a l l  
c a s e s ,  t h i s  i n t e r p r e t a t i o n  has agreed m u s i c a l l y  with the  r e s t




F ig u r e  3 .  <a> T a b la tu re  o-f Alman 3 in G minor,  m. 1 
and Saraband 14 in S major,  mm. 3 - 4 ,  MS 0B5 by 
Simpson; <b> T r a n s c r i p t i o n s .
A sec o n d  unusual symbol which appears  in  the t a b l a t u r e s  
o-f o n ly  two m a n u scr ip t s ,  DRc and Be, seems to a c t  a s  a 
rein-forcement  o f  a r e s t .  A r e s t  i s  u s u a l l y  i n d i c a t e d  by a 
rhythmic symbol and th e  absence  o f  a t a b l a t u r e  l e t t e r  be low i t ,  
In t h e s e  two m a n u scr ip t s ,  two small  d o t s  have been p la c e d  
below th e  rhythm symbol to  i n d i c a t e  a r e s t  in t h i s  manner:
J <J (Because  t h i s  symbol appears  in on ly  two m a n u scr ip t s ,  
o n e  might be tempted to  s p e c u l a t e  that  the  same person  
may have c o p ie d  both m a n u scr ip t s .  T h is  s t y l e  o f  w r i t i n g  
r e s t s  i s  the  o n ly  f e a t u r e  th a t  the  two m anuscr ipts  have in 
common, and i t  i s  u n l i k e l y  th a t  they  were co p ie d  by the  same 
p e r s o n .)
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Information about the lyra  v i o l  comes -from severa l  
s o u r c e s .  John Play-fond s t a t e s  that th e  instrument used to 
p lay  " lyra  way" was somewhat smaller  in s i z e  than e i t h e r  the  
c o n so r t  bass  or the d i v i s i o n  b a s s . 4 Chris topher  Simpson 
d e s c r i b e s  the small bass  v i o l  used -for p la y in g  d i v i s i o n  v i e !  
music as  having s t r i n g s  "a l i t t l e  b igger  than those  o-f the  
Lyra-Vie l : which must be l a i d  at the l i k e  nearness  to the  
F in ger -b oard  -for e a se  and convenience  o-f S t o p p in g ." 5 This  
s e n t e n c e  i m p l i e s  that  the s t r i n g s  o-f both the d i v i s i o n  v i o l  
and the  ly r a  v i o l  were s e t  c l o s e r  to the  f in gerboard  than 
t h o se  o f  th e  co n so r t  b a s s .  Simpson s t a t e s  a l s o  that the  
b r id g e  of the d i v i s i o n  v i o l  and the  b r id g e  of  the consort  
b a ss  both were rounder , imply ing th a t  the  l y r a  v i o l  br idge  
would have been f l a t t e r .  T h is  i s  c o n s i s t e n t  with  the p la y in g  
s t y l e  o f  th e  l y r a  v i o l ,  fo r  which a l e s s  rounded br idge  would  
have f a c i l i t a t e d  the p la y in g  o f  th e  c h o r d s . 6
Three s i x t e e n t h - c e n t u r y  t r e a t i s e s  p rov ide  some 
in form ation  about the  h i s t o r i c a l  t r a d i t i o n s  o f  p la y in g  the  
v i o l  from t a b l a t u r e .  The e a r l i e s t  s u r v iv in g  v i o l  tu tor  i s  
the  Musica Teutsch by Hans Gerle  ( c .  1500-1570) ,  p u b l ished
4John P la y fo rd ,  An In trodu ct ion  to  the S k i l l  of  
Musick (London: 1674; r e p r i n t  e d . f Ridgewood, N . J . :  The
Gregg P r e ss  I n c . ,  1966),  p.  101.
5Chris topher  Simpson, The D i v i s i o n  V i o l . p. 2.
6Furnas,  "Manchester," p .  3.  Frank T r a f i c a n t e ,  "The 
Mansell  Lyra Viol Tablature" (Ph.D. d i s s e r t a t i o n ,  U n i v e r s i t y  
of  P i t t s b u r g h ,  1965) p. 15, was the  f i r s t  to  make t h i s  
s u g g e s t i o n  in  h i s  d e s c r i p t i o n  o f  t h e  ins trum en t .
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in 1 5 3 2 .7 Musica ^ eutsch  i s  a short  i n s t r u c t i o n  book 
c o n t a i n i n g  in-formation about tuning t h e  v i o l  u s in g  -fourths  
and a t h i r d ,  the s tandard tuning p a t t e r n  -for the  l u t e  and 
the v i o l .  The i n s t r u c t i o n s  do not go beyond an e lementary  
l e v e l ,  and the  music c o n t a in s  no m u l t i p l e  s t o p s .  German l u t e  
t a b l a t u r e ,  a system o-f u s in g  numbers -for open s t r i n g s  and a 
d i f f e r e n t  l e t t e r  for  each of  the  s topp ed  p o s i t i o n s ,  i s  used  
in t h i s  t u t o r ,  and a few t r a n s c r i p t i o n s  in mensural n o t a t io n  
a^e in c lu d e d .
A t r e a t i s e  by S i l v e s t r o  Ganassi ( c .  !4?2-mid-  
14th century)  , RecoTa Rube^tina p u b l i s h e d  in 1542-43,®  
i n c l u d e s  in form ation  about p la y in g  th e  v i o l  from I t a l i a n  
l u t e  t a b l a t u r e .  T h is  system u s e s  numbers on a graph, the  top  
l i n e  o f  which r e p r e s e n t s  the  lo w est  p i t c h e d  s t r i n g .
G a n a s s i ' s  t u n in g s  are  based on s tandard  v i o l  tu n in g s  o f  
f o u r t h s  and a t h i r d ,  but he dem on stra tes  that  the  p i t c h e s  can 
be r a i s e d  or lowered as  a u n i t  by moving the  b r id g e  and 
p r e s e r v in g  th e  in t e r v a l  l i e  r e l a t i o n s h i p s  between the  s t r i n g s .  
In Book I I ,  L e t t i o n e  Seconda. Ganassi has  prov ided  examples  
in both t a b l a t u r e  and n o t a t io n  of r i c e r c a r e s  and arrangements  
of  m a d r ig a l s  u s i n g  m u l t i p l e  s t o p s .  .
7Hans G e r l e ,  Musica Teutsch (Nurnberg: H.
Form schneider , 1532; r e v i s e d  and e n la r g ed  e d . ,  Musica und 
T a b!a tu re  (Nurnberg: H. Formschneider,  1544).
® S i l v e s t r o  G an ass i ,  Reoola  R u b er t in a . 1 , 1 1 ,  (Venice :  
n . p . ,  1542-43; r e v i s e d  e d . ,  e d i t e d  by Hildem arie  P e t e r ,  B e r l in :  
L i c h t e r f e l d e ,  1972; Eng. t r a n s .  from German, Daphne and Stephen  
S i l v e s t e r ,  B e r l i n :  L i c h t e r f e l d e ,  1977) .
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The p r a c t i c e  o-f t r a n s c r ib in g  m ad riga ls  -for the  v o i c e  
and v i o l  as  s u g g e s t e d  in G a n a s s i ' s  t r e a t i s e  can be ^cund in 
accounts  o-f F l o r e n t i n e  i r termed! i th a t  d e s c r ib e  an i n s t r u ­
ment c a l l e d  l i r a  da oamba used to accompany v o i c e s . 9 
T h is  bowed ins trum ent ,  popular in I t a l y  in the l a t e  s i x t e e n t h -  
c e n tu r y ,  has been d e scr ib e d  as having - fre ts ,  two drone s t r i n g s  
and -from n in e  to -fourteen melody s t r i n g s .  I t  was tuned in 
-fi-fths and -fourths.  As very  l i t t l e  music has been -found -for 
i t ,  the l i r a  da oamba was probably  used -for im prov isa tory  
accomp*animent o-f chords and p assage  work.*°
One o-f G a n a s s i ' s  d i s c u s s i o n s  of  technique  i s  e s p e c i a l l y  
important  to  l y r a  v i o l .  Because o f  the  nature  o f  l y r a  v i o l  
performance,  i t  i s  im p o ss ib l e  to  s u s t a i n  one s t r i n g  w ith  the  
bow w h i l e  c o n t in u in g  motion on o ther  s t r i n g s .  I t —i s  p o s s i b l e  
however,  to  s u s t a i n  the resonance  o f  one s t r i n g  by keep ing  
the  f i n g e r s  on that  stopped s t r i n g ,  w h i l e  f i n g e r i n g  and 
bowing th e  next  few n o t e s  on another s t r i n g .  T h is  t echn iq ue  
f o r  both l u t e  and v i o l  i s  d i s c u s s e d  in G a n a s s i ' s  t r e a t i s e ,  
with  an example o f  a moving l i n e  over s u s t a i n e d  p i t c h e s .
Ganassi  i n s t r u c t s  the  p layer  to  p r e s s  the  f i n g e r s  down on
9Howard Mayer Brown, Six  teenth-Centurv  I n s tr u m e n t a t io n ; 
Music f o r  the  F l o r e n t i n e  Interm edii  (American I n s t i t u t e  of  
M usico lo g y ,  1973) ,  pp. 4 6 -47 .
lQNew Grove. <Sth e d . ,  s . v .  "Lirone" by Howard 
Mayer Brown.
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th e  s t r i n g s  as  long as p o s s i b l e . 11 A century  ’ a ter  
C h r is top h er  Simpson s t a t e s  the  same idea in the - fo llowing:
"When you s e t  any Finger down, hold  i t  th ere ;  and pi ay the  
■following N otes  with o ther  - f in gers ,  u n t i l  some o c c a s io n  
r e q u i r e  th e  t a k in g  i t  o f f . " 12 Thus, p resen t -d a y  performers  
i n t e r p r e t  t h i s  to  mean that the  -f ingers  should  remain on the  
s t r i n g s  as  lo n g  as  p h y s i c a l l y  p o s s i b l e ,  harm onica l ly  
d e s i r a b l e ,  or u n t i l  they  are  needed in another p o s i t i o n .
T h i s  r e s u l t s  in a smoother change o-f n o t e s  and p r o v id e s  
s u s t a i n e d  p i t c h e s  and im p l ied  polyphony. The t ech n iq u e  o-f 
im p ly in g  po lyp h on ic  l i n e s  i s  a v e r y  important part  o-f both 
th e  l u t e  and ly r a  v i o l  s t y l e .
A t h i r d  t r e a t i s e ,  Epitome Musical w r i t t e n  by P h i l i b e r t  
Jamb de Fer ,  was p u b l i sh e d  in 1 5 5 6 . 13 T h is  French t r e a t i s e  
d i s c u s s e s  a -f ive  s t r i n g  v i o l  tuned in -fourths.  The t a b l a t u r e  
used  in  th e  m usica l  examples o-f t h i s  t r e a t i s e  i s  Spanish l u t e  
t a b l a t u r e ,  a system th a t  u s e s  numbers -for the  - fre ts  with  the  
top  l i n e  r e p r e s e n t i n g  the  h i g h e s t  p i t c h e d  s t r i n g .
The u s e  o-f the  di-f-ferent l u t e  t a b l a t u r e s  a s  found in  
t h e s e  e a r l y  t r e a t i s e s ,  t o g e th er  with  the l a t e r  s t y l i s t i c  
c h a r a c t e r i s t i c s  o f  the  ly ra  v i o l  and the t:se of chords  and 
im p l i e d  polyphony,  r e l a t e  the  l y r a  v i o l  to  the  l u t e  a s  we l l
11G a n a ss i ,  Reoola R u b er t in a . p .  64 .
12C h r is top h er  Simpson, The D i v i s i o n  V i o l . 1 :5 .
13P h i l i b e r t  Jamb de Fer ,  Epi tome Musical <Lyon: 
Michael du B o i s ,  1556; t r a n s .  by Gordon Kinney, JJPG5A 4 
1967):  14-19 .
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to  the  l i r a  da oamba. Several men have been c r e d i t e d  with  
in t r o d u c in g  the  polyphonic  and chordal s t y l e  o-f the l u t e  
a long  with  i t s  t a b la t u r e  to the  v i o l a  da gamba in England.  
According to John Hawkins, Daniel  Farrant <-fl . 1600) " i s  
s a id  to  have been one o-f the - f i r s t  m u s ic ian s  who s e t  l e s s o n s  
l y ra  way, as i t  i s  c a l l e d  to  the  v i o l  in i m i t a t i o n  o-f the o ld  
E ngl ish  l u t e  and bandora ."1* Later Hawkins s t a t e s  that  
"about the  time o-f King James I the  n o t a t io n  -for the l u t e ,  
c a l l e d  t a b l a t u r e ,  was by Coperario t r a n s f e r r e d  to the bass
v i o l . " i s
W i l l i  Apel has c r e d i t e d  Al-fonso Ferrabosco II as  the  
p o s s i b l e  in v en to r  o-f the  ly r a  v i o l . 16 A l fo n so  Ferrabosco  I ,  
h i s  f a t h e r ,  was co n s id e re d  to  have been one o f  the  b e s t  
perform ers  on th e  v i o l  in I t a l y ,  and i t  i s  thought th a t  he 
may have brought the v i o l  to  England. I f  t h e  r o o t s  o f  the  
l y r a  v i o l  manner of p la y in g  can be traced  t o  the  I t a l i a n  
l i r a  da Gamba. i t  could  be through A l fon so  Ferrabosco  I .
S in ce  A l f o n s o  I I ,  h i s  natural so n ,  was hardly  more than an 
i n f a n t  when h i s  fa t h e r  l e f t  England in 1 5 3 2 ,17 i t  i s
14John Hawkins, A General H is t o r y  o1 th e  S c ie n c e  
and P r a c t i c e  of  Music . 5  V o l s .  (London: Payne and Son,
1776; r e p r i n t  e d . ,  London: N o v e l l o ,  Ewen and Co.,  1875) ,
3 : 4 2 2 .
i s i b i d . ,  4 :340 .
16W il1 i A p e l ,  "Solo Instrumenta l Music,  " Aoe of  
Humanism. 1540-1630 . Vol 4 o f  New Oxford H is to r y  of  
Music., p .  706 .
17Giovanni L i v i , "The Ferrabosco  Family," Musical  
A ntiquary  4 C1913): 129.
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u n l i k e l y  that  t h i s  s t y l e  o-f p la y in g  could have been passed  on
d i r e c t l y  -from -father to  son .  I t  i s ,  however, an e s t a b l i s h e d
-fact that A l fo n so  II was a v i r t u o s o  lyra  v i o l  per-former, as
w e l l  as a l u t e n i s t .  The -following s tatement  by Apel p ro v id es
a c o n c i s e  d e s c r i p t i o n  o-f the ly ra  v i o l ,  a long with c o n j e c t u r e s
about i t s  p o s s i b l e  h i s t o r y .
. . .The ly r a  v i o l  probably developed as a hybrid  
between the  l i r a  da oamba and the small bass  v i o l : 
i t  borrowed i t s  n o t a t io n  ( t a b la t u r e )  -from the l u t e ,  
i t s  technique  and -form from the  v i o l ,  i t s  v a r i a b l e  
tun ings  from the l i r a  and i t s  t e s s i t u r a  from the  
tenor v i o l .  Like i t s  probable  in v en to r ,  the  younger  
A lfon so  Ferrabosco ,  i t  seems to  have been c o n c e iv e d  
in England o f  I t a l i a n  p aren tage .  . . 18
The e a r l i e s t  known r e f e r e n c e  in England to any 
instrument l i k e  the ly ra  v i o l  i s  from a l i t e r a r y  s o u r c e ,  a 
poem p u bl ished  in 1593, w r i t t e n  by S ir  P h i l i p  S idney ,  The 
Countess o f  Pembrokes A r ca d ia , where a "bass lyra" i s  used  
to  accompany a s o n g . 18 The e a r l i e s t  ex tant  p u b l ic a t io n  to  
in c lu d e  music for-’ the  l y r a  v i o l  appeared in 1601, The 
Second Book of  Sonos and Avres by Robert J o n e s . 20 This
18A p e l , "Solo Instrumental Music," p.  706-7 .
18S ir  P h i l i p  Sidrfey,  The Countess  o f  Pembrokes 
Arcadia ( n . p . ,  1593; r e p r in t  e d . ,  e d i t e d  by Albert  
F e u i l l e r a t ,  Cambridge: Cambridge Univ .  P r e s s ,  1962) 2 : 8 .  
T h is  r e f e r e n c e  i s  c i t e d  by Beck in the  in tro d u c t io n  to  
h i s  r e c o n s t r u c t io n  o f  M or ley 's  c o l l e c t i o n  ( s e e  p. 4 ) ,  and 
T r a f i c a n t e ,  " M ansel l ,"  p.  189, a l s o  c i t e s  t h i s  so u r c e .
20Robert J on es ,  The Second Booke of  Songs and Avres  
(London: P .S .  for  Mathew Selman, 1601).  The f i r s t  p u b l i ­
c a t i o n  e n t i t l e d  The F i r s t  Book o f  Sonoes or Avres of  Foure 
P a r t s  with t a b la t u r e  fo r  the Lute (London: 1600) c o n t a i n s  
no music fo r  the ly r a  v i o l .
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and n in e  o th er  p u b l i c a t i o n s  that  appeared between 160 1 and 
1615 shewed an a lread y  mature s t y l e  o-f composit ion -for an 
advanced per-former on the ly r a  v i o l  . A l i s t  o-f t h e s e  works  
w ith  t h e i r  d a t e s  o-f p u b l i c a t i o n ,  composers ,  i n s t r u m e n t a t io n s ,  
and t u n in g s  -for the ly r a  v i o l  i s  p resen ted  in Table  2 . 21 
Most of  t h e  p u b l i c a t i o n s  use  tu n in g s  made up of a l t e r n a t i n g  
f o u r t h s  and f i f t h s ,  g i v i n g  the  v i o l  a very  resonant sound.  
Cr.ly one o f  the p u b l i c a t i o n s ,  The Schoo le  c f  Musi eke 
(1603) by Thomas Robinson, has any i n s t r u c t i o n a l  m ater ia l  
i n c lu d e d  w ith  the m usic .
No known music for  the  ly r a  v i o l  was p u b l i sh ed  between  
1615 and 1651. From 1651 to  16S2, there  are e ig h t  
p u b l i c a t i o n s  for  e i t h e r  s o l o  l y r a  v i o l  or for  ly ra  v i o l  
to g e th e r  w i th  bass  v i o l .  Most o f  t h e s e  p u b l i c a t i o n s  c o n t a in  
i n s t r u c t i o n a l  m a t e r i a l ,  and th e  music i s  s u i t a b l e  for  
amateurs .  Table  3 l i s t s  t h e s e  l a t e r  p u b l i c a t i o n s ,  (1651-1682)  
t o g e th e r  w i th  th e i r  composers or p u b l i s h e r s ,  d a t e s  o f  p u b l i ­
c a t i o n ,  in s t r u m e n t a t io n s ,  and tu n in g s  fo r  the ly r a  v i o l .
The tu n in g s  f o r  th e  ly r a  v i o l  in t h e s e  p u b l i c a t i o n s  
tend to  be  t r i a d i c ,  and many o f  th e  tu n in g s  co n ta in  the  term
2 * T r a f i c a n t e ,  "The P r in t e d  Source's," pp. 2 3 - 2 8 .  T h is  
a r t i c l e  c o n t a i n s  an annotated  b ib l io g r a p h y  which has prov ided  
the  in form at ion  for  T able  2 and Table  3 .
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"Harp way* in the tu n in g  d e s i g n a t i o n . * 2  F igure  4 shows two 
a c co r d s :  "Lyra way” i s  v e r y  resonan t  and was popular during  
the  f i r s t  part  o f  th e  c en tu ry ;  and "Harp way f l a t "  i s  t r i a d i c  
and was popular  during  the  per iod  from 1651 to  1682.
<b)
"Harp way f  1 at"
F ig u r e  4 .  Two a c co r d s :  (a) "Lyra way” and
<b> "Harp way f l a t . "
Although t h e r e  are  no Known p u b l i c a t i o n s  o f  l y r a  v i o l  
music  between 1615 and 1651, many manuscr ipt  s o u rces  span -the  
e n t i r e  f i r s t  th r e e  q u a r t e r s  o f  the c e n t u r y .  The music in 
m anuscr ipt  form i s  w r i t t e n  f o r  both s o l o  and ensembles  o f  
v a r i o u s  c o m b in a t io n s ,  namely,  ly r a  v i o l  and b a s s  v i o l ,  two 
l y r a  v i o l s  and b a s s  v i o l ,  two or t h r e e  l y r a  v i o l s ,  l y r a  v i o l  
and v o i c e ,  and l y r a  v i o l  in co n so r t  w ith  o th er  in s tru m en ts .
* * P la y fo rd ,  MusicK's  R e c r e a t i o n , p .  2 .  P lay ford  
s u g g e s t s  t h a t  the " ' l e r o '  or ' l y r a  v i o l '  i s  s o  c a l l e d  for  
th e  Latin  word ' l y r a ' ,  which s i g n i f i e s  a Harp." P o s s i b l y  
t h i s  remote  r e l a t i o n s h i p  prompted t h e  u s e  o f  th e  t i t l e  o f  
"Harp-way" in  some o f  th e  tu n in g  d e s i g n a t i o n s .
*3John Sawyer, "An Anthology o f  Lyra V io l  Music in 
Oxford B odle ian  L ibrary  MS Mus. Sch.  D. 2 4 5 -7 ,"  <Ph.D d i s s e r ­
t a t i o n ,  U n i v e r s i t y  o f  T o ro n to ,  1?72>, p .  42 .
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
43
The Treb’ a Instrument
The ly r a  c c n s o r t  m anuscr ipts  do not a lways s p e c i f y  the  
t r e b l e  in s tru m en t .  The t i t l e  -for MS CB1 d e s i g n a t e s  the  
v i o l i n  a s  the t r e b l e  ins trum ent ,  whereas the  one fo r  MS 332 
s p e c i f i e s  "t r e b l e  v i o l . "  In MS 0B3 ar.d DRc on ly  the term 
"treb le"  i s  u sed .  In r e f e r e n c e  to another manuscript by 
J e n i n s  fo r  " t r e b l e , "  b a s s  v i o l ,  and organ,  the  s u g g e s t i o n  
was made by Andrew Ashbee th a t  the ambiguous word "treble"  
ecu Id .have  meant v i o l i n . 24 The v i o l i n  was g a in i n g  p o p u la r i t y  
in the court  by 1628, and was given a s o l o i s t i c  r o l e  in the  
f a n t a s i a  s u i t e s  by Cope^ario and Lawes. Probably  during  
t h i s  t ime o f  t r a n s i t i o n  from the  whole  c o n so r t  o f  balanced  
equal v o i c e s  t o  the broken co n so r t  o f  s o l o i s t i c  v o i c e s  over a 
c o n t i n u o ,  the  v i o l i n  became more a c c e p t a b le  in th e  s o l o i s t i c  
p o s i t i o n .  Ashbee s u g g e s t s  th a t  there  was probably  a "good 
deal o f  g i v e - a n d - t a k e  reg a rd in g  the s c o r i n g  o f  p i e c e s  in 
performance,  depending g r e a t l y  on c i r c u m s t a n c e . "26
The t i t l e  f o r  MS 0B5, by Chris topher Simpson, d e s i g n a t e s  
o n l y  "treb le"  f o r  th e  h i g h e s t  ins trum en t .  T h is  has  been 
i n t e r p r e t e d  by Meredith as  meaning o n ly  t r e b l e  v i o l . 26 
In her d i s c u s s i o n  o f  S i m p s o n ' s ' f a n t a s i a  s u i t e s ,  Meredith a l s o
24Andrew Ashbee ,  "John Jen k in s '  F a n ta s ia  S u i t e s  for  
T r e b l e ,  two B a ss e s  and Organ," Chelvs  1 <1969):  9 - 1 8 .  The 
f a c t  th a t  the term "Treble  v i o l l i n "  appears  in th e  t i t l e  of  MS 
Uu su p p o rt s  t h i s  i d e a .
25I b i d . , p .  18
26M eredith ,  "Chris topher  Simpson," pp. 5 2 - 5 3 .
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s p e c u l a t e s  that  " treb le*  means t r e b l e  v i o l  because  Simpson 
was h im s e l f  a v i o l  p la y er  and t e a c h e r ,  and he was l i v i n g  in 
a heme where v i o l s  were p layed  even as  the  p o p u l a r i t y  o-f the  
v i o l i n  was i n c r e a s i n g  s i g n i f i c a n t l y .  In the  d i s c u s s i o n  o f  
th e  same - fantas ia  s u i t e s ,  however,  F i e l d  c o n s i d e r s  e i t h e r  
the  t r e b l e  v i o l  or th e  v i o l i n  to  be a p p r o p r ia t e .
The ranges o f  th e  t r e b l e  p a r t s  are  o f  v ery  l i t t l e  h e lp  
in de term in in g  which instrument would be the  b e t t e r  c h o i c e .
In the  music  of t h i s  t ime the range of the  v i o l i n  r a r e l y  go es  
beyond c " ' : and in a l l  o f  J e n k i n ' s  ly ra  v i o l  s u i t e s ,  none 
o f  the t r e b l e  p a r t s  go beyond t h i s  p o i n t ,  a l though they a l l  
f r e q u e n t l y  p lay  to  t h i s  upper l i m i t .  In th e  Simpson c o n s o r t ,  
t h er e  are freq u en t  i n s t a n c e s  o f  a ' ' . b " . but o n ly  a ra re  
c ' "  . In MS 0B4, th e  word " treb le"  i s  a l s o  u sed ,  and the  
range for  t h i s  par t  i s  q u i t e  modest; r a r e l y  does  i t  go beyond  
a ' ' to  a p o s i t i o n  over the  h i g h e s t  f r e t  o f  t h e - v i o l .  The 
two rem ain ing  m an uscr ip ts  both s p e c i f y  v i o l i n  in the  t i t l e .
MS Sc by Loosemore has  many f i g u r e s  that  appear to  be 
id io m a t ic  fo r  the  v i o l i n .  While the  p i e c e s  do not  go beyond  
c ' ' ' . t h e r e  are  long  p a s sa g es  th a t  in c lu d e  f r e q u e n t  i n s t a n c e s  
of  a "  . b'  * . and c '  * * . The manuscript by Hudson a l s o  has  
many i n s t a n c e s  o f  b - f  1 a l /J and an o c c a s io n a l  c " ' . and i t  
has been s u c c e s s f u l l y  performed on both th e  v i o l i n  and the  
t r e b l e  v i o l .
2?F i e l d ,  "Engl ish  Consort S u i t e , "  p .  203 .
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Peter  Evans d e s c r i b e s  s e v e r a l  manuscr ipts  -for v i o l i n ,  
v i o l a  da gamba, and cont inuo  -from m id-century  which are  
ca ta lo g u e d  in the  Durham Cathedral L i b r a r y . 23 The works 
were composed by the -fol lowing German and Engl ish  composers:  
Johann Heinrich Schmelzer <1623-1630) ,  D ie t r i c h  3ecker  <d. 
1679) ,  W il l iam Young <d. 1671),  Henry B ut ler  <fl . 1620 -40 ) ,  
and John J e n k in s .  Writ ten at a time when the  I t a l i a n s  were 
composing -for ensem bles  c-f two t r e b l e  instrum ents  over a 
thorough b a s s ,  t h e s e  co m p o s i t io n s  i l l u s t r a t e  that English  an 
German composers had a p r e fe re n c e  fo r  an ensemble with two 
c o n t r a s t i n g  in s tru m en ts  over a th orou gh -b ass .  This  
p r e f e r e n c e  i s  f u r t h e r  supported by Ruth H a l le  Rowen in her 
d i s c u s s i o n  o f  German ensemble music by P h i l ip p  Kreiger  
<1649-1725) ,  D i e t r i c h  Buxtehude ,<1637-1707) , Schmelzer,  
Erlebach <16 5 7 -1 7 1 4 ) .  She s t a t e s ,  "The gamba with i t s  
broad range l i n k i n g  the  t r e b l e  t o  the  b a s s ,  was ab le  to  
b r in g  to  c o m p o s i t io n s  w ith  mixed s e t t i n g s  a cohesion  
im p o ss ib l e  in the  t r i o  sonata  w i th ou t  the  middle r e g i s t e r  
m elodic  i n s t r u m e n t ." 29
2«Peter Evans,  "Seventeenth Century Chamber Music 
M anuscripts  at  Durham," Music and L e t t e r s  36 <July  
1955): 20 5 -2 2 3 .
29Ruth H a l l e  Rowen, Early  Chamber Music <New 
York; Da Capo, 1974) ,  p .  84.
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Evans s u g g e s t s  in h i s  a r t i c l e  that  the v i o l i n  would be 
a more s u c c e s s f u l  t r e b l e  instrument -for t h i s  music ,  s i n c e  the  
t r e b l e  v i o l  would tend to blend rather  than c o n tr a s t  with  the  
v i o l a  da gamba and would not p rov ide  a balance a-f dynamics 
a g a i n s t  i t . * 0 In the c o n tex t  o-f the  ly r a  v i o l  s u i t e s ,  i t  
would appear that the v i o l i n  might provide  a b e t t e r  balance  
to  the  1yr a v i  o l .
In a r ec e n t  a r t i c l e  l i s t i n g  the  manuscript s o u rces  o-f 
l y r a  v i o l  m u s ic ,  an a d d i t io n a l  l i s t  of  r e f e r e n c e s  to  
n o n -e x ta n t  s o u r ce s  of  l y r a  v i o l  music was p r o v i d e d .31 
These  l i s t s  in c lu d e  e lev e n  c o n s o r t s  f o r  ly ra  v i o l  with other  
in s tr u m en ts  by J e n k in s ,  Robert W ilson, George Loosemore,  
C h r is top h er  Simpson, and Wil liam Lawes. ATI of  the  
r e f e r e n c e s  s p e c i f y  v i o l i n  for  th e  t r e b l e  p a r t .  U su a l ly  only  
one v i o l i n  was l i s t e d ;  however,  some c o l l e c t i o n s  were w r i t t e n  
f o r  two v i o l i n s  and l y r a  v i o l ,  with or without  the  
h a r p s ic h o r d  or theorbo.
The q u es t io n  of  the t r e b l e  instrument i s  c l o s e l y  
r e l a t e d  to  the  q u es t io n  of b a lan ce  and s o n o r i t y  of  the  
ensem ble .  With the  t r e b l e  v i o l ,  the  e f f e c t  of  the ensemble  
w i l l  be a more homogeneous and balanced  sound s i n c e ,  as  
Evans s u g g e s t s ,  the  t r e b l e  v i o l  w i l l  b lend .  I f  the v i o l i n  
i s  used ,  i t s  b r i l l i a n c e  and wider dynamic p o s s i b i l i t i e s  w i l l  
g i v e  a more s o l o i s t i c  ch aracter  to  the ensemble,  and the
30Evans , 'Chamber Music Manuscrip ts ,"  p.  212.
31T r a f i c a n t e ,  "Manuscript Sources ,"  pp. 20-22 .
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other  v o i c e s  w i ’ l become s u b o r d in a te .  The r o l e  o-f the  ly ra  
v i o l  w i l l  charge as  w e l l .  As Rcwen s u g g e s t s ,  the extrem ely  
l a r g e  range o-f the v i o l  could  add c o n t i n u i t y  to  the ensen b’ e 
by drawing toge th er  the lower r e g i s t e r  o-f the bass  with  the  
upper r e g i s t e r  o-f the t r e b l e  in s tru m en t .  I t  i s  a l s o  J u s t  as  
p o s s i b l e  -for the  ly ra  v i o l  to  remain in the upper r e g i s t e r  
and h e lp  to c r e a t e  a c o n c er ta n te  e-f-fect by f u n c t i o n i n g  as 
a second t r e b l e  instrument.  Thus, two e f f e c t s  are p o s s i b l e .  
I f  the middle  r e g i s t e r  of  the  l y r a  v i o l  draws the cont inuo  
v o i c e s  of the  ensemble toge th er  with the t r e b l e ,  the r e s u l t  
i s  a homogeneous and balanced sound, e s p e c i a l l y  i f  the  t r e b l e  
instrument i s  a t r e b l e  v i o l .  I f  the ly ra  v i o l  p lays  in 
the  upper r e g i s t e r ,  in p a r a l l e l  or i m i t a t i o n  with the t r e b l e  
ins trum en t ,  and that instrument i s  a v i o l i n ,  the  e f f e c t  i s  
l i k e l y  to  be th a t  o f  s ep a r a t io n  or p o l a r i z a t i o n  o f  v o i c e s  
s i m i l a r  to the  e f f e c t  o f  a t r i o  s o n a t a ,  two t r e b l e  i n s t r u ­
ments over a c o n t in u o .  For t h e s e  r e a s o n s ,  the  c h o ice  .of the  
t r e b l e  instrument a f f e c t s  the nature  of  the ensemble,  as  
does th e  r o l e  o f  the  ly ra  v i o l .
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Q uest ions  o-f performance p r a c t i c e s  a r i s e  with the  
c o n s i d e r a t i o n  o-f the  cont inuo  instrum ents  for  the ly ra  v i o l  
c o n s o r t s .  In MSS OBI, 0B2, and CB3 by Jenk in s ,  the  
“harpsicon" i s  s p e c i f i e d  as  a con t in u o  instrument.  In a l l  
other  ensembles  w ith out  the ly r a  v i o l ,  Jenkins  s p e c i f i e s  the  
organ as  the keyboard in s tr u m e n t .32 I t  seems obvious  that  
the  c h o i c e  o f  harps ichord  for  the ly r a  v i o l  s u i t e s  
accomodates the  b a lan ce  of  t h i s  ensemble ,  s in c e  the  l i g h t e r  
t e x t u r e  o f  the  harps ichord  complements the s u s ta in e d  sounds  
of  the  1yra v i o l .
The s t y l e  o f  w r i t i n g  keyboard accompaniments in the  
p e r io d  from the 1620s through the  R e s to r a t io n  underwent  
s e v e r a l  important  changes .  The e a r l i e r  accompaniments 
found in the f a n t a s i a  s u i t e s  o f  Coperario33 c o n s i s t  of  
independent  l i n e s  a long  with some doubl ing  o f  instrumental  
l i n e s .  In the  ensembles  for  two v i o l i n s ,  b a ss  v i o l ,  and 
organ,  the  two v i o l i n s  are  independent o f  the organ and 
exchange m ater ia l  w ith  each o t h e r ,  w h i l e  the bass  v i o l
32The o n ly  e x c e p t i o n s  to  t h i s  s ta tem ent  are the  
th ree  n o n - ly r a  v i o l  p i e c e s  that  are inc lu ded  at the  end of  
MS 0B3.
33Thurston Dart and Wil liam C oates ,  e d . ,  Jacobean 
Consort M u s ic . Vol 9 o f  Musica B r i t a n n i c a  S e r i e s  
e d i t e d  by Anthony Lewis ,  e t . a l . ,  gen. e d . ,  (London:
S t a in e r  and B e l l ,  1971) ,  pp. 74 -191 .
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
5 4
d ou bles  th e  bass  Tine o-f the  keyboard.  Ir the s u i t e s  -for one 
v i o l i n ,  b a s s  v i o l ,  and organ,  the organ doubles the bass  
v i o l ,  i= independent  o-f the  v i o l i r . , and has i t s  own s o ’ o 
i n t e r l u d e s .  Thus, i t  i s  an a c t i v e  member c-f the ensemble,  
p r o v id i n g  i t s  own share  o-f m a t e r i a l .  In t h i s  r e s p e c t  the  
keyboard par t  b e a r s  some resemblance  to the in t a b u l a t e d  l u t e  
p a r t s  -found in th e  mixed c o n s o r t s  by Morley ir, c iH;t ?ook 
o-f Consort  L e s s e n s .  (1 5 9 9 ,  r e v .  1511)
In th e  - fa n ta s ia  s u i t e s  by W ill iam Lawes ,3* the b ass  
v i o l  d o u b le s  the  b a s s  l i n e  of  the organ.  At t im es  i t  
breaks  away from th e  organ to  p la y  d i v i s i o n s  or to  i m i t a t e  
the  other  v o i c e s .  All  of  the  in s tru m en ts  are in v o lv ed  in 
i m i t a t i o n ;  however,  the  keyboard f r e q u e n t l y  p la y s  b r i e f  s o l o  
p a s s a g e s .
In th e  n o n - ly r a  v i o l  p i e c e s  fo r  t r e b l e ,  two b a s s e s ,  and 
organ by J e n k in s  m ent ioned  above ( s e e  p.  14) , MS OB E435-9 ,  
the  keyboard d o u b le s  most o f  the  m a ter ia l  which the v i o l s  
p l a y .  Changes in range from unison t o  o c tave  doubling  
a re  made in order t o  accomodate th e  keyboard tech n iq u e .
G e n e ra l ly  th e r e  a r e  t h re e  c o n t in u o u s  l i n e s  in the  keyboard 
p a r t .  In the  f a n t a s i a s  f o r  f o u r ,  f i v e ,  or s i x  v i o l s ,  th e  
organ accompaniments a l s o  double  a s  much of  the  m ater ia l  
p la y ed  by th e  v i o l s  a s  i s  p o s s i b l e .  The l i n e s  in most o f  
t h e s e  c o l l e c t i o n s  a r e  p la y ed  in unison with the  v i o l s  or
34MUrray L e f k o w i t z ,  e d . ,  W il l iam Lawes: S e l e c t
Consort  M u s ic . Vol 21 o f  Musica B r i t a n n i c a  S e r i e s  
e d i t e d  by Anthony L ew is ,  e t  a l . ,  gen .  e d . ,  (London: 
S t a i n e r  and B e l l ,  1 9 7 1 ) ,  pp. 9 0 -1 2 7 .
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at the o c t a v e ,  depending cn the range .  These -fantasia  
accompaniments are thinner in t e x t u r e  and more c l o s e l y  
r e l a t e d  to the instrumental l i n e s  than the accompaniments  
-found in the e a r l i e r  works by Coperario and Lawes .35 
According to Warner, the d o u b l in g s  c-f the s t r i n g  par ts  
■found in the J e n k i n s ' s  -fantasia  accompaniments are a r b i t r a r y .  
E s s e n t i a l  p a s sa g es  are e m it ted  and "no melodic  part  i s  
pr e se r v ed  intact ."®® It  i s  h i s  op in ion  that th ese  accom­
paniments  were not performed as w r i t t e n ,  but r a th e r ,  were  
used as  a g u id e  for  the r e a l i z a t i o n . 37
The keyboard p a r ts  to  the l y r a  s u i t e s  are w r i t t e n  in 
the same s t y l e  as the f a n t a s i a s ,  w ith  g e n e r a l l y  only  two 
l i n e s  p rov id ed .  The keyboard doubl ing  for  the ly r a  s u i t e s  
appears  to have been w r i t t e n  w ith  more a t t e n t i o n  to c o n t i ­
n u i t y  o f  l i n e s ,  because the d oubl in g  occurs  a t  en tra n ces  o f  
m o t iv e s  and p o i n t s  o f  i m i t a t i o n .  Two other  f a c t o r s  a l s o  
i n d i c a t e  that  the keyboard and s t r i n g  p a r t s  were' c o p i e d ' a t  
the  same t im e .  The c a l l i g r a p h y  o f  the keyboard p a r ts  resem-  
1 e s  th a t  o f  the  s t r i n g  p a r t s ,  and Jen k in s  may have had some 
c o n t a c t  w ith  the  c a l l i g r a p h e r .  According to  Carolyn Coxon,
sspamela J .  W i l l e t t s ,  "John L i l l y ,  Musician and 
Music C op y is t ,"  Bodleian Record. 8 <Feb. 1967) :  3 0 7 -1 1 .  
W i l l e t t s  s u g g e s t s  th a t  th e  organ accompaniments to  th ese  
f a n t a s i a s  fo r  f o u r ,  f i v e ,  and s i x  v i o l s  by Jenk in s  were  
w r i t t e n  by someone e l s e  at a l a t e r  date  than the actual  
c o m p o s i t io n s ,  p o s s i b l y  around the  m id -cen tu ry .
36Robert Warner, "The F a n ta s ia  in th e  Works of John 
Jenkins" 2 v o l s .  <Ph.D d i s s e r t a t i o n ,  U n i v e r s i t y  o f  Michigan,  
1951) ,  1:114.
37I b i d . , 1 :114-116.
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t h e s e  manuscr ipts  may have been copied  under J e n k i n s ' s  
g u i d a n c e . 53 Because only  t r e b l e  and bass  l i n e s  are 
provided  -for the harpsichord p a r t ,  q u e s t io n s  have been 
r a i s e d  as to how much r e a l i z a t i o n  i s  appropriate:
T> whether on ly  the two l i n e s  should  be played as a- 
accompaniment; 2) whether harmony should be added to  
the g iven  l i n e s ;  or 3) whether the r e a l i z a t i o n  should  be 
added to the bass  l i n e ,  with the top l i n e  con s id ered  only  
a gu id e  for  harmonization and t h e r e fo r e  not n e c e s s a r i l y  
always p layed .
In a d i s c u s s io n  of  e a r l y  fo u r - p a r t  ayres  for two t r e b le  
in s tr u m en ts ,  two bass  v i o l s ,  and organ, Andrew Ashbee 
s u g g e s t s  that the t r e b l e  and bass  l i n e s  serve  as a guide  to  
g i v e  the  performer freedom to  e la b o r a t e  as he w i s h e s .  Ashbee 
p r e s e n t s  h i s  v iew with r e s e r v a t i o n s ,  s t a t i n g  that the  
r e a l i z a t i o n  should be d i s c r e e t . ® 9
T his  w r i t e r  b e l i e v e s  that  a r e a l i z a t i o n  which does  
not i n t e r f e r e  with the  l i n e s  and harmony of the ly ra
®®Carolyn Coxon, "A H and l is t  of the Sources o f  John 
J e n k in s '  Vocal and Instrumental Music," Roval Musical  
A s s o c i a t i o n  Research Chronic le  3 <1963): 74 .  Coxon 
c o n s i d e r s  the manuscripts  c o n t a in in g  the ly ra  v i o l  s u i t e s  to  
have been prepared by s tu d e n ts  or f r i e n d s  o f  J en k in s ,  w h i le  
in c o n t a c t  with him. Crum ("The Consort Music," p.  9 ) ,  
however, s t a t e s  that w h i le  Jenkins  may have helped with  
performing the music ,  and the c a l l i g r a p h e r  may have worked ■ 
from J e n k i n s ' s  s c o r e s ,  i t  i s  c la im in g  too much to  say  that  
the  m an uscr ip ts  were " c e r t a i n l y  prepared under the  composer's  
d i r e c t  in f lu e n c e ."
"Andrew Ashbee, "The Four-Part Instrumental  
Composit ions o f  John Jenkins* 3 V o l s .  (Ph.D. d i s s e r t a t i o n ,  
Univ. o f  London, 1966),  1:103.
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v i e ’ i s  probably  c o n s i s t e n t  with the  s t y l i s t i c  t r a d i t i o n .
S in c e  the Keyboard -for the l y r a  v i o l  s u i t e s  i s  the harp­
s i c h o r d ,  doubl ing  and ba lance  w i l l  not be a problem. The 
ra p id  decay o-f the harps ichord  w i l l  not overpower the s t r i n g  
sound, and i t s  sharp a r t i c u l a t i o n  w i l l  complement the  
s u s t a i n e d  sounds o-f the v i o l s .
The th ree  Oxford m anuscr ipts  by Jenkins must be 
c o n s id e r e d  s e p a r a t e l y ,  s i n c e  they conta in  some d i f f e r e n c e s  
in the s t y l e  o f  keyboard w r i t i n g .  The keyboard part  c f  
MS 0E2 doubles  e i t h e r  the ly r a  v i o l  or the t r e b le  l i n e ,  but 
i t  a l s o  c o n t a i n s  m ater ia l  that  i s  independent and moves in 
c o u n ter p o in t  to  the  other l i n e s .  The t r e b le  l i n e  of  
the  keyboard f r e q u e n t l y  d ou b les  the other two instruments  
at  s i g n i f i c a n t  p o i n t s  of  im i t a t i o n  or at en tra n ces  of  important  
m o t i v e s .  These  a r ea s  o f  d ou bl in g  do not seem to  be a r b i t r a r y .
In a d d i t i o n ,  the  t r e b l e  l i n e  a l s o  doubles  the  t r e b l e  v i o l  or 
th e  l y r a  v i o l ,  changing p a r t s  or p la y in g  at the o c ta v e  to 
accomodate the hands o f  the  keyboard p la y e r .  Some i l l u s ­
t r a t i o n s  o f  keyboard m ater ia l  from MS 0B2 can be seen in 
Appendix 2 ,  Examples 1-4 ,  and in the  three  examples below.
Example 3  on page 59 shows n in e  measures from Alman 2 
in G minor, MS 0B2, mm. 1-9 .  Here the  keyboard doubles  the  
l y r a  v i o l  and th e  t r e b l e  a s  w e l l  a s  the b a s s .  For a b r i e f  
moment p a r a l l e l  o c t a v e s  r e s u l t  from t h i s  doubling  (m. 3 ) .
The com plete  Alman appears in Appendix 2 ,  Example 2 .
The beg inn ing  measures o f  Ayre 9 from MS 0B2, found in 
Example 4 on page <50, i l l u s t r a t e  independent m ater ia l  in the
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h a rp s ich o rd  p a r t .  The keyboard part  moves e i t h e r  in contrary  
or p a r a l l e l  motion to  the other  l i n e s .
F i n a l l y ,  Example ? on page 61 c o n ta in s  ar e!even-m.easure  
s e c t i o n  o-f Alman 2 in G minor,  MS 052,  which i l l u s t r a t e s  a 
v a r i e t y  o-f keyboard a c t i v i t i e s  d i s c u s s e d  above .  In t h i s  
A’ nar , the  keyboard b e g in s  with  i t s  own independent m a t e r i a l ,  
moves- in t h i r d s  with the t r e b l e  in m. 2 ,  doubles  the  ly ra  v i o l  
in un ison  in m. 3 ,  doubles  the  t r e b l e  in m. 4 ,  and - f in a l ly  
r e t u r n s  to  double  the  l y r a  v i o l  at the  oc tave  in m. 5 .
In MS 0B3 some o-f the  p i e c e s  are  w r i t t e n  for  d i v i s i o n  
" treb le"  and d i v i s i o n  bass  v i o l  w ith  the h a rp s ich o rd  and ly r a  
v i o l  accompanying. In t h e s e  p i e c e s  the  h arp s ich ord  occa ­
s i o n a l l y  d ou b les  m a ter ia l  -from the "treble"  and -frequently  
d o u b le s  m a ter ia l  -from the b a s s .  The lyra  v i o l  part  i s  c l o s e l y  
r e l a t e d  t o  th a t  o-f th e  h a r p s ic h o r d .  The l i t e r a l  doubl ing  i s  
probably  o p t io n a l  during th e  i n i t i a l  p la y in g  o-f th e  s t r a i n s ;  
however such an approach i s  d e s i r a b l e  when the  d i v i s i o n s  are  
p l a y e d ,  because  i t  p r o v id e s  s t a b i l i t y  to  th e  ensem ble .  A 
r e a l i z a t i o n  would be a p p ro p r ia t e  i-f i t  does not i n t e r f e r e  with  
th e  d i v i s i o n s .  Example 42 on page 12? i l l u s t r a t e s  a sh o r t  area  
where the  keyboard d ou bles  much of  the  m ater ia l  i n i t i a l l y  p layed  
by th e  " t r e b l e . "  A longer  example o f  a d i v i s i o n  p i e c e  can be 
seen  in Appendix 2 ,  Example 6 .
The p i e c e s  in MS 0B3 which do not  c o n ta in  d i v i s i o n s  are  
w r i t t e n  in  th e  s t y l e  o f  the  p i e c e s  found in MS 0B2. In both 
c o l l e c t i o n s  o f  s u i t e s ,  the keyboard has  independent m a t e r i a l ,  
as  w e l l  a s  some d ou bl in g  both at p i t c h  and the  o c t a v e .
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Example 3 .  John J e n k in s ,  Alman 2 in G minor,  MS 0B2,  
mm. 1-9 .










Example 4 .  John J e n k in s ,  Ayre 9 in G major,  MS 0B2, 
mm. 1-9 .
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Example 5 .  John J e n k in s ,  Alman 2  in 6 minor, MS 0B2,  
mm. 2 3 - 3 3 .
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The s u i t e s  o-f MS 051 revea l  much l e s s  v a r i e t y  in the  
Keyboard w r i t i n g .  As a r u le  the keyboard doubles  the bass  
v i e !  and v i o l i n  l i n e s  in u n ison ,  r e s u l t i n g  in a l e s s  
independent  keyboard p a r t .  (T h is  s t y l e  i s  i l l u s t r a t e d  in 
Appendix 2 ,  Example 5.5 Thus, in th ese  p i e c e s ,  the top  
l i n e  co u ld  be used as a guide and would not need to  be 
p l a y e d .  This  type or acccnpaniment prov ides  a ' in k  between 
th e  independent keyboard p a r t s  o-f the e a r l i e r  s u i t e s  and the  
l a t e r  -f igured bass  l i n e s .
The s t y l e  o-f keyboard w r i t i n g  during the  - f i r s t  h a l f  of  
the  s e v e n t e e n t h  century  appears to have moved through sev e r a l  
s t a g e s .  The e a r l i e r  s t y l e  of  w r i t i n g  with the independent  
l i n e s  and a r e a s  o f  s o l o  m ater ia l  can be found in the  f a n t a s i a  
s u i t e s  of  Coperario  and Lawes. A mixture  o f  independent  
m a t e r ia l  and d ou b l in g  o f  s t r i n g  p a r ts -ca n  be seen in th e  ly r a  
s u i t e s  o f  MS 032 and a few p i e c e s  from MS CB3 by J e n k in s .  
Complete d ou bl ing  o f  the  t r e b l e  and bass  l i n e s  with no 
independent  m a ter ia l  i s  the  s t y l e  found in the  s u i t e s  of  MS 
OBI. O m itt ing  the  t r e b l e  l i n e  and adding f i g u r e s  t o  th e  bass  
l i n e  probably  became popular in the  1650s.  T h i s  s t y l e  can 
be seen  in the  s u i t e s  by Simpson from MS 0B5 and a l a t e  
f a n t a s i a  s u i t e  b e l i e v e d  to  be by J e n k i n s . 40
4°P eter  Holman, " S u i t e s  by Jenkins  R ed iscovered ,"
E ar lv  Music 6 <1978): 2 6 - 2 7 .  Roger North (W ilson ,  North
p. 248-249)  complains  about the  accompaniments based on
" f i f t h s ,  s i x t s ,  and t h i r d s  sharp,"  and that  "not one in 108
ever  l e a r n s  to  know the sound o f  one from the o th e r ."  Later
he s t a t e s  "A s c o r e  i s  c e r t a i n l y  the  b e s t  t h r o - b a s s
p a r t ,  . . . "
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U nlik e  the Jenk ins  s u i t e s  that  s t i p u l a t e  "harpsicon,"  
th e  Simpson s u i t e s  name no cont in uo  instrum ent.  The t i t l e  
rea d s  on ly  "Bassus Continues ."  The bass  l i n e  c o n t a in s  sparse  
and incom p le te  - f ig u r es .  Meredith s u g g e s t s  that  s i n c e  Simpson 
was in r e s i d e n c e  where both an organ and a harps ichord  were 
a v a i l a b l e ,  e i t h e r  of t h e s e  ins trum ents  may have been u s e d . 41 
For r ea so n s  o f  c l a r i t y  and b a la n ce ,  the author b e l i e v e s  that  
th e  harps ichord  would be more app ropr ia te  than the organ.
The remain ing t h r e e  manuscr ipts  s t i p u l a t e  members 
o f  the l u t e  f a m i ly  for  the cont in uo  instrum ent.  Above the  
b a s s  partbook o f  MS Be i s  w r i t t e n  "for Archlute" i n d i c a t i n g  
th a t  the ensemble should  in c lu d e  an a r c h lu te  or theorbo for  
t h e  con t in u o  in s tru m en t .  There are  no f i g u r e s  in the bass  
p a r t  book o f  t h i s  m anuscr ipt .
The s u i t e  by Hudson, MS Uu, s t a t e s  s p e c i f i c a l l y  in the  
t i t l e ,  " theorbo."  F ig u r e s  e x i s t  for  the f i r s t  two p i e c e s ,  
bu t  i t  i s  p o s s i b l e  th a t  t h e s e  were added at  a l a t e r  time—  
perhaps d u r in g  th e  1660s when the  part  w r i t t e n  in keyboard 
t a b l a t u r e  was a d d ed .42 The q u es t io n  has p r e v i o u s l y  been 
r a i s e d  as  to  whether the  keyboard part  was in tended  on ly
a iM ered ith ,  "Christopher  Simpson,” pp. 5 0 -5 1 .
42K j e l 1 b e r g ,  <see  f .  27 ,  p . 2 0 . )  I t  i s  d i f f i c u l t  to t e l l  
from the manuscr ipt  whether the  f i g u r e d  bass  i s  in the  same 
hand as  t h e  m u s ic ,  or in the l a t e r  hand o f  the keyboard  
m a n u s c r ip t .  I f  th e  approximate  date  o f  1640 i s  a c c u r a t e ,  
t h i s  would seem e a r l y  f o r  an appearance o f  f i g u r e d  b a s s  in 
Engl and.
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for  the p r e se r v a t io n  o-f the m an uscr ip t ,  or whether i t  was 
used in s t e a d  o-f, or in a d d i t io n  t o ,  the  v i o l i n  and theorbo  
as ar. accompaniment to  the  l y r a  v i o l .
Two s o u r c e s  provide  some in-formation about p la y i n g  a 
cont in uo  part  on the theorbo. Thomas Mace d i s c u s s e s  the  
method -for r e a l i z i n g  a b a ss  l i n e  on the th eorbo .  He 
p r o v id e s  twenty-one  examples o-f a per-fect cadence u s ing  
broken ch ords ,  p a ssa g e  work, and ornaments in h i s  r e a l ­
i z a t i o n . 4® Edward Huws Jones s t a t e s  in an a r t i c l e  that  
because  the bass  c o u r se s  o-f the  theorbo are  so loud, the  
bass  Tine would probably  s tand  out w i th ou t  needing a 
bass  v i o l  to double i t . 44 Thus i t  i s  p o s s i b l e  that the  
ensembles  -for both MSS Be and Uu shou ld  be o n ly  v i o l i n ,  
ly ra  v i o l ,  and theorbo .
The -final m an uscr ip t ,  MS CB4 c o n t a i n s  1) a - fully  
in t a b u l a t e d  l u t e  p a r t ,  2) a partbook f o r  theorbo,  and 3) a 
bass  v i o l  partbook which i s  i d e n t i c a l  to  that  o f  the  theorbo.  
N e ith e r  partbook c o n t a i n s  any f i g u r e s .  I t  i s  unusual to  
f i n d  both l u t e  and theorbo p a r t s  in  th e  same ensemble; i t  
i s  e s p e c i a l l y  unusual in t h i s  i n s t a n c e  because  the ensemble
4®Thomas Mace, Musick/ s  Monument. 2 v o l s .  (London: 
John Carr, 1676; f a c s i m i l e  e d i t i o n ,  P a r i s :  E d i t i o n s  du
Centre Nat iona l  de l a  Recherche S c i e n t i f i q u e ,  1958) ,  
1:2 22-24 .
44Edward Huws Jones ,  "The Theorbo and Continuo  
P r a c t i c e  in the Early  English Baroque,* Gal pin S o c ie t y  
Journal 25 ( J u l y  1972) :70 .  Jones  a l s o  d i s c u s s e s  the  f a c t  
that  the keys  o f  G and D f i t  the  theorbo b e t t e r ,  and were  
thus used f r e q u e n t l y  <p. 6 8 ) .  These  keys  appear most 
f r e q u e n t l y  in the l y r a  s u i t e s  a l s o ,  a s  can be seen in 
Chapter IV.
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a l s o  in c lu d e s  lyra  v i o l .  Perhaps the ’ u te  and ly r a  v i o l  
should  a l t e r n a t e ,  or p o s s i b l y ,  t h i s  unusual t e x t u r e  o-f thre  
harmonic instruments  i s  the e-f-fect that the  composer wanted 
Composed during the time when t r a d i t i o n a l  polyphonic  
- fan tas ia s  and the i n c r e a s i n g l y  popular homophonic dances  
and ayres  e x i s t e d  s im u l t a n e o u s ly ,  the ly ra  v i o l  c o n s o r t s
r e - f l e c t  a mixture  o-f s t y l e s — both a ba lance  and a p o l a r i t y
o-f v o i c e s .  Ambiguity in the ins trum en tat ion  p ro v id es  a 
v a r i e t y  o-f p o s s i b i l i t i e s  which a-f-fect the  nature  o-f the  
ensemble .  The lyra  v i o l ,  used as  an inner v o i c e  in an 
ensemble with  other in s tru m en ts ,  -functions  in a number o-f 
ways. I t  i s  in t h i s  co n tex t  that  th ese  s u i t e s  for  the
ly ra  v i o l  in consort  with other  instrum ents  are examined.
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CHAPTER IV
"rhe Organizat ion and Contents  c f  the S u i t e s
The ly r a  v i o l  s u i t e s  inc lu d ed  in t h i s  s tudy are  l i s t e d  
in T a b le  1. A lso  in c luded  in the t a b le  are the composers ,  
d a t e s  a s s o c i a t e d  with  the m an uscr ip ts ,  keys  o-f the s u i t e s ,  
a c co r d s  f o r  the lyra  v i o l  t u n i n g s ,  and c o n t e n t s  o-f each 
s u i t e .  As mentioned in Chapter I I ,  MS DRc c o n t a i n s  s i x  
s u i t e s ,  th r e e  o f  which are  in com p le te .  S in ce  the m i s s i n g  
part  books of t h e s e  th re e  s u i t e s  are  not n e c es s a ry  for  the  
c o n s i d e r a t i o n  o f  the  o r g a n iz a t io n  of  the s u i t e s ,  a l l  s i x  
s u i t e s  are  in c lu d ed  in the  d i s c u s s i o n .
During t h i s  per iod  o f  E ng l i sh  instrumental m u s ic ,  the
m
composers  and t h e o r i s t s  were on ly  beg inn ing  to  use  terms l i k e  
"key" or " t o n a l i t y . " 1 The p i e c e s  o f  the  s u i t e s  have been 
c o l l e c t e d  i n t o  groups which share  the same key and the  same 
key s i g n a t u r e  s o  t h e s e  terms w i l l  be used in the d i s c u s s i o n  
about t h e  o r g a n iz a t io n  o f  the  s u i t e s .
"Suite"  a s  i t  i s  used in t h i s  s tudy  r e f e r s  t o  the  above
*See p.  119 for  comments by two s ev e n tee n th  cen tu ry  
w r i t e r s  on t h i s  s u b j e c t  and f u r t h e r  d i s c u s s i o n  as  i t  r e l a t e s  
to  th e  l y r a  v i o l  s u i t e s .
66
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d e s c r i b e d  group o-f p i e c e s .  Although the  word "suite" does  
not appear in any o-f the m a n u scr ip ts ,  the  term "suit"  was 
used in o th er  seven te e n th -c e n t u n y  c o l l e c t i o n s  and appears  
in Thomas Mace's  ' w r i t i n g s . 2 The word "set t"  was a l s o  
used by both Mace3 and North* to  i n d i c a t e  a c o l l e c t i o n  
o-f p i e c e s  a l l  in the  same key.
Because  a v a r i e t y  o-f s p e l l i n g s  e x i s t  for  most o f  th e s e  
p i e c e s ,  some c l a r i f i c a t i o n  of t i t l e s  i s  n e c e s s a r y .  The 
s p e l l i n g s  vary  from country  to  country ,  and even w i th in  
the  same co u n try .  S p e l l i n g s  used by E n g l i sh  composers and 
w r i t e r s  o f  the  s ev e n t ee n th  c en tu r y  are  i n c o n s i s t e n t ,  as  
are s p e l l i n g s  used by p r e se n t -d a y  w r i t e r s  in d i s c u s s i n g  
E n g l i sh  music  from the  s ev e n t ee n th  c e n tu r y .  For the  
p r e s e n t  s t u d y ,  the  s p e l l i n g s  chosen r e f l e c t  th o se  which 
appear most f r e q u e n t l y  in p u b l i c a t i o n s  o f  music and d i s ­
c u s s i o n s  o f  s e v e n t e e n t h - c e n t u r y  E ng l ish  m u s ic .  Thus, the  
f i v e  forms r e p r e s e n t e d  in the m an uscr ip t s  o f  l y r a  consort  
s u i t e s  a re  the  pavan, alman, a y r e ,  c o ra n to ,  and saraband.
Not a l l  o f  the  s u r v i v i n g  m anuscr ip ts  have come down to  
the  p r e s e n t  time w ith  the  o r i g i n a l  t i t l e s .  In four- of  the  
m a n u s c r ip t s ,  t i t l e s  have been a s s i g n e d  to  th e  p i e c e s  by th e  
composer or b y ' t h e  s e v e n t e e n t h - c e n t u r y  c o p y i s t .  The four  
rem aining  m a n u scr ip t s  conta in  no t i t l e s  e x c e p t  for  two
^Thomas Mace, M us ick 's  Monument 1 :120.  
®Ibid.
*W ilson, N o r th . p.  295.
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i s o l a t e d  p i e c e s .  On the  b a s i s  o-f s t y l e  and -form o-f each 
p i e c e  m u s i c o l o g i s t s  and a r c h i v i s t s  have a s s ig n e d  t i t l e s  to 
th e s e  p i e c e s .  The t w e n t y - s ix  p i e c e s  -from MS 0B5 by Simpson,
-for i n s t a n c e ,  were g iven  t i t l e s  by Gordon Dodd.5 Tim
Crawford a s s i g n e d  t i t l e s  to  a l l  but two o-f th e  p i e c e s  in MS 
0B4.® The p i e c e s  in DRc have been g iven t i t l e s  by Andrew 
A s h b e e .7
The opening p i e c e  o-f the  S u i t e  in D Minor -from MS DRc
has been g iven the  t i t l e  o-f “Aire" by Ashbee. Although the
p i e c e  b e g i n s  with  a m ot ive  in the sh o r te r  n o te  v a l u e s  common 
to  the a y r e ,  i t  c o n t a i n s  other  m o t iv e s  in longer  n o te  v a l u e s  
which a r e  id i o m a t i c  o f  the  pavan. (S ee  Appendix 2 ,  Example 
7 . )  In a d d i t i o n ,  the  length  o f  s t r a i n s ,  twenty measures  
in the  f i r s t  and t h i r t y  in the  second ,  are  more c o n s i s t e n t  
with  th e  len g th  o f  pavans,  s i n c e  a y r e s  are u s u a l l y  from 
f i f t e e n  to  e i g h t e e n  measures  per s t r a i n .  S in c e  the  order  
o f  the  o t h e r  f i v e  s u i t e s  o f  the  manuscript a l l  have b e g in ­
ning p i e c e s  th a t  Ashbee has e n t i t l e d  "pavans," i t  seems  
a p p r o p r ia t e  to  c a l l  t h i s  p i e c e  a pavan a l s o .
5Gordon Dodd, " P ro v is io n a l  Index, Chris topher  
Simpson," C helvs  5 (1 9 7 3 - 7 4 ) :  98 .
®Crawford, "An Unusual Consort ,"  pp. 7 5 - 7 6 .  The two 
two p i e c e s  from t h i s  m an uscr ip t ,  Saraband 7 and Pavan 31 (a  
n o n - ly r a  v i o l  c o n so r t  p i e c e )  were t i t l e d  in th e  o r i g i n a l .
?Gordon Dodd, The V i o l a  da Gamba P r o v is io n a l  
Index ."Jenkins" (London: V i o l a  da Gamba S o c i e t y  o f  Great  
B r i t a i n ,  1981) ,  pp. 5 6 - 6 0 .
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The S u i t e  in G Major by George Loosemore, MS Be, has  
a l s o  su r v iv ed  without  s p e c i f i c  l a b e l s  for  the in d iv id u a l  
p i e c e s .  They have been given the c o l l e c t i v e  t i t l e  o-f 
" a i r e s , * *  however,  as  d i s c u s s e d  in Chapter I I ,  the  p resent  
w r i t e r  has a s s ig n e d  more spec: - f ie  t i t l e s  based on the  
d i f f e r e n c e s  in the  -form and s t y l e  o-f the p i e c e s .
The -following information about the  f i v e  forms  
r e p r e s e n te d  in the ly ra  v i o l  s u i t e s  in c lu d e s  d e s c r i p t i o n s  of  
the p i e c e s  by Thomas Morley9 and Thomas Mace, as  wel l  as  
d i s c u s s i o n s  of s t y l i s t i c  development by tw e n t i e t h - c e n t u r y  
w r i t e r s  as found in the r e s p e c t i v e  a r t i c l e s  from The New 
Grove . 6th ed.
The Pavan
The pavan, probably o f  I t a l i a n  o r i g i n ,  was a court  
dance during the s i x t e e n t h  and seven teen th  c e n t u r i e s .  I t  
was a p r o c e s s io n a l  dance in duple m eter ,  c o n s i s t i n g  of two 
s i n g l e  s t e p s  and a double  s t e p  forward, f o l l o w e d  by two 
s i n g l e  s t e p s  and a double s t e p  backward. The f e e t  remained 
c l o s e  to  the  ground, and c o n seq u e n t ly  the dance had a s e d a t e  
and d i g n i f i e d  c h a r a c t e r .
• T r a f i c a n t e ,  "The Manuscript Sou rces ,*  p.  11.
SThomas Morley,  A P la in  and Easy In tro d u ct io n  to  
P r a c t i c a l  Music <London; 1597; r e p r in t  e d . , e d i t e d  by R. 
A le c  Harman, New York: W.N. Norton te Co. ,  Inc ,  1973) ,  p.  
296 .
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In England the  pavan - f ir s t  appeared in the r e p e r t o i r e  
during th e  r e ig n  o-f Henry V I I I . 1 0  During the  e a r l y  part o-f 
the  s ev e n t ee n th  c en tu r y ,  many pavans appeared in c o l l e c t i o n s  
-for s o l o  ins trum en ts  such as  l u t e ,  h a rp s ich o rd ,  and 1yra 
v i o l ,  as we l l  as  -for both v i o l  and mixed c o n s o r t s .  Pavans  
were in c lu d e d  in the c o l l e c t i o n  of  c o n so r t  p i e c e s  by Thomas 
M orley ,  and f o r t y - e i g h t  pavans were inc lu ded  in the  
F i t z w i l l i a m  V ir o in a l  Book.
Thomas Morley d e f in e d  the  pavan as  a "kind o f  s t a i d  
music orda ined  fo r  grave  dancing and most commonly made o f  
t h r e e  s t r a i n s .  Every s t r a i n  i s  p layed  or sung t w ic e ,  " n  
At the  time that  Morley was w r i t i n g ,  i t  i s  known that  the  
pavan was s t i l l  danced, because  Morley i n s t r u c t s  that  the  
music  sh ou ld  be " c a s t  in f o u r s , " 12 or should  f a l l  i n t o  
groups o f  fou r  measures  in order that  i t  ends c o r r e c t l y  
a c c o r d in g  t o  the danced s t e p s .
The p o p u l a r i t y  o f  the  pavan as  a dance d e c l i n e d  during  
th e  s ev e n t e e n t h  cen tu r y  in England. By m id -c en tu r y ,  the  
pavan was a s t y l i z e d  ensemble p i e c e ,  no longer  composed for  
th e  purpose  o f  d a n c in g .  T h is  can be seen in the  f a c t  that  
pavans from t h i s  t ime do not conform to  M o r le y 's  groups of  
f o u r s .  In 1676, Thomas Mace d e s c r ib e d  the pavans as  
"Lessons  o f  2 ,  3 ,  or 4 s t r a i n s ,  v e r y  Grave And Sober,  Full
*QThe New Grove. 6th e d . ,  s . v .  "Pavan," by 
A1an Brown.
11M orley ,  A P l a in  and Easy I n t r o d u c t i o n , p.  296 .
12Ib i  d.
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o-f Art and P r o fu n d i ty ,  but seldom u s 'd  in t h e s e  Our Tight  
d a y s . " 1* Mace's  d e s c r i p t i o n  i n d i c a t e s  that  by the  l a s t  
qu arter  o-f the  century  the  pavan was not -frequently per­
formed as  an instrumenta l p i e c e .
T h ir te e n  o f  the twenty-one  lyra  v i o l  s u i t e s  open 
w ith  a pavan, and th es e  p i e c e s  tend to  be longer  and to 
c o n t a in  more in s t a n c e s  of i m i t a t i v e  t e x t u r e  than do any 
o f  the other  dance movements. Of the t h i r t e e n ,  f i v e  of  
th e  p i e c e s  c o n ta in  three  s t r a i n s  and e i g h t  have two s t r a i n s .  
The t h r e e - s t r a i n  pavans c o n ta in  from e lev e n  to  tw e n t y - e ig h t  
measures  in th e  f i r s t  s t r a i n ,  n in e  to sev en teen  measures  
in the  secon d ,  and e leven  to  t h i r t y  measures in the  t h i r d .  
The le n g th  o f  the  s t r a i n s  in the  tw o -s tr a in  pavans c o r r e ­
sponds to  th e  f i r s t  and t h i r d  o f  the t h r e e - s t r a i n  pavans,  
as  both s t r a i n s  tend to  be about equal in l e n g t h .
The opening p i e c e  o f  the  s u i t e  by Hudson c o n t a i n s  
two s t r a i n s  and bears  the t i t l e  "Pavan Alman." I t s  opening  
m ot ive  i s  c h a r a c t e r i s t i c  o f  many of the  pavan m o t i v e s .
T h i s  t i t l e  appears  in another c o l l e c t i o n  of  music  by Hudson 
c a t a lo g u e d  in Oxford C hris t  Church MSS 1006-9 .  In t h i s  
c o l l e c t i o n ,  two s u i t e s  open w ith  b inary p i e c e s  which bear the  
t i t l e  "Pavan Alman," w h i l e  a t h i r d  s u i t e  opens with a 
t e r n a r y  p i e c e  which i s  e n t i t l e d  s im p le  "Pavan." Thus,  th e
r
t i t l e  may r e f e r  to  the form of  th e  p i e c e ,  with "Pavan Alman" 
i n d i c a t i n g  a b in ary  form and "Pavan," a tern ary  form.
13Mace, M usick 's  Monument. 1:129.
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In the ly r a  v i o l  c o n s o r t s ,  the number o-f measures  
in each s t r a i n  i n d i c a t e s  that the  grouping o-f -four measure  
was no longer  a c o n s i d e r a t i o n ,  and that  probably t h e s e  p ie  
were not  composed -for dancing .  Examples of pavans can be 
seen  on pages  193, 119, and 116, as  w e l l  as  in Appendix 2 ,  
Examples 1, 7 ,  8,  11 and 12.
The Alman
A ccording  to  Morley,  the  alman i s  a heavy dance made 
o f  two or t h re e  s t r a i n s ;  every  s t r a i n  c o n t a i n s  groups o f  fc  
m e a s u r e s . 14 Morley compares the groups of four measures  
o f  the  pavan t o  th e  groups o f  four  of the  alman and 
d i s t i n g u i s h e s  between the  two. The pavan "conta ineth  in a 
s t r a i n  th e  time in s i x t e e n  sem ibreves  w h i l e  the  alman con­
t a i n e t h  the  time o f  e i g h t  sem ibreves  and most commonly 
in s h o r t  n o t e s . " 15
The almans in the  l y r a  s u i t e s  are  c o n s i s t e n t  with  
M o r le y ' s  s t a t e m e n t ,  a s  they  tend to  move in quarter  and 
e i g h t h  n o t e s  w i th  fr e q u e n t  d o t t e d  e ig h th  and s i x t e e n t h  
n o t e s .  The pavans ,  on the  o th er  hand, tend to  move in h a l f  
and q u a r ter  n o t e s  w ith  an o c ca s io n a l  passage  o f  e ig h th  
n o t e s .  R e p r e s e n t a t i v e  almans f r o m ' t h e s e  s u i t e s  can be 
seen  in  Appendix 2: Examples 2 and 10.
14Morley ,  A P l a in  and Easy I n t r o d u c t i o n , p. 297 .
15I b i d .
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The alman was a popular dance in England during the  
the  e a r l y  s ev e n tee n th  c en tu r y .  The F i t z w i l l i a m  V irg ina l  
Book. -for i n s t a n c e ,  c o n t a i n s  twenty—four examples .  Almans 
were - frequently  inc luded  in the  Engl ish  -fantas ia  s u i t e s  o-f 
Lawes, J e n k in s ,  and Coperario .  These almans, as well  as the  
ones  in th e  ly r a  s u i t e s ,  are  not composed "in groups o-f 
f o u r s , *  and thus would seem to have l o s t  t h e i r  fu n c t io n  as 
d a n ce s .  Mace d e s c r i b e s  th e  almans: *Allmaines  are  Lessons ,  
v e r y  Ayrey and L i v e l y ;  and G enera l ly  o f  two s t r a i n s  of  the  
common or P la in  t i m e . * 1® Simpson adds th a t  the alman 
■Commonly hath but two s t r a i n s  and t h e r e f o r e  the f i r s t  ought 
t o  end in a middle  k e y . * 17
The Avre
A ccording  to  Mace "the ayre should  be o f  the  same time  
( y e t  many make t r i p l a ' s  and c a l l  them s o ; )  on ly  they  d i f f e r  
from a l l m a i n e s  by be ing  commonly s h o r t e r ,  and o f  a more 
Quick and Nimble Per fo rm a n ce .* 18
The ayre  d e r iv ed  from the  vocal form ra ther  than from 
the  d a n ce .  Ayres  f o r  v o i c e  and l u t e  or o ther  in s tr u m en ts ,  
such a s  v i o l s ,  were popular in the l a t e  s i x t e e n t h  and e a r l y
1®Mace, MusicR's  Monument. 1 :129 .
17Simpson, Compendium, p .  117. By "middle key" 
Simpson means th e  dominant or the  r e l a t i v e  major key.
18Mace, M us ick 's  Monument. 1:129.
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*■» *
seven teen th c e n t u r i e s .  The F i t z w i 11iam L'irgina" Book 
c o n t a in s  no ayres;  however,  ayres  were included ir. the 
■Fantasia s u i t e s  o-F Coperaric  and Lanes,  as well  as the  
"Royal Consort" by Lawes, w r i t t e n  perhaps as e a r l y  as the  
m id - 1 6 2 0 5 .19 The e a r l i e s t  r e f e r e n c e  found to ayres  for  
instrumenta l music appears in Tobias  Humes's p u b l i c a t i o n ,  
c i r s t  Part o£ Av~es ( 1605).  25 Included in t h i s  c o l l e c t i o n  
are four "Pol ish  Ayres" for  s o l o  ly r a  v i o l .  The Thomas Ford 
p u b l i c a t i o n  of  1607, Music of Sundrie  Kindes . 2 " c o n t a i n s  
a p ie c e  e n t i t l e d ,  "Change of  A ir e ,"  and the 1607 p u b l i c a t i o n  
by Hume, P o e t i c a l l  Musicke. c o n t a in s  a p i e c e  for  three  
v i o l s  e n t i t l e d  "Sweet Ayre." A c o l l e c t i o n  of p i e c e s  c a l l e d  
"ayres" w r i t t e n  by John Adson i s  conta in ed  in the 1621 
p u b l i c a t i o n  e n t i t l e d  Courtly Masauino A y r e s . Lefkowitz  
sums up the  s i t u a t i o n  in h i s  s ta tem en t :  "Any p i e c e  of
instrumenta l or voca l  music might be c a l l e d  an ' a i r e '  in 
s e v e n t e e n t h - c e n t u r y  England.*22
Ayres and almans of  the l y r a  s u i t e s  share  many charac­
t e r i s t i c s .  Both are  in duple meter w ith  two r ep eated  
s t r a i n s .  Both use  sm al ler  n o te  v a l u e s  than the pavan and are
i3Murray L efkow itz ,  Wil l iam Lawes (London:
Rout!edge and Kegan Paul,  1960) ,  p .  77.
soTobias  Hume, F i r s t  Part o f  Ayres (London: John 
Windet,  1605; r e p r i n t  e d . , e d i t e d  by Frank T r a f i c a n t e ,  London: 
The Sco lar  P ress  L imited , 1977).
2 *Thomas Ford, Musicke o f  Sundrie  Kindes (London:
John Windet,  1607; r e p r in t  e d . ,  e d i t e d  by David Greer,
London: The Sco iar  P ress  L im ited ,  1978>.
22L efkow itz ,  Lawes. p. S2.
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g e n e r a l l y  w r i t t e n  in q u a rter ,  e ig h th ,  and d o t ted  e ig h th  and 
s i x t e e n t h  n o t e s .  Both f r e q u e n t ly  begin with an im i ta te d  
m ot ive  between the t r e b l e  and the lyra  v i o l ;  sometimes the  
b ass  i s  a l s o  inc luded  in the i m i t a t i o n .  Areas of i m i t a t io n  
are s h o r t ,  p e r m it t in g  homophonic tex tu re  to  predominate .  Of 
the twenty- four  almans, e ig h te e n  begin on the beat w h i l e  
f i v e  begin with an a n a c r u s i s .  Of the tw enty - three  a y r e s ,  
only  s i x  begin with an a n a c r u s i s .  The number of  measures  
per s t r a i n  i s  a l s o  v ery  s i m i l a r .  The f i r s t  s t r a i n s  of  the  
a y r e s  range from s i x  to  twenty measures,  and the second  
s t r a i n s  from e ig h t  to  n in e teen  measures.  The f i r s t  s t r a i n s  
of  the  almans range from four to twenty-two measures ,  and 
the second s t r a i n s  from f i v e  to  twenty-two measures .  A l l  of  
the  almans and a y r e s ,  except  two, have i n t e r i o r  cadences  on 
e i t h e r  the  dominant or the  r e l a t i v e  major key .  The excep ­
t i o n s  are  found in  p i e c e s  by Jenkins:  the i n t e r i o r  cadence
o f  one p i e c e  i s  on th e  t o n i c ,  w h i le  another p i e c e  cadences
on the  dominant o f  th e  r e l a t i v e  minor. Almans or a y res
appear a t  any po in t  in the  s u i t e s ;  s evera l  s u i t e s  begin  or 
or end with  one or the  o t h e r .  At l e a s t  one alman or ayre
appears  in each o f  the  ly r a  v i o l  s u i t e s  and some have both
t y p e s .  ^Appendix 2,  Example 5 shows A ire  12 in A minor from 
MS OBI.)
John Sawyer d e scr ib e d  the  ayres  and almans o f  MS OB 
D245-7 in h i s  s tudy  o f  t h i s  manuscript .  He found th a t  t h e s e  
a y r e s  were more r eg u la r  in phrase  le n g th ,  l e s s  c o n t r a p u n ta l ,
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
and s h o r t e r  and l i g h t e r  in t e x tu r e  than the  almans. He a l s o  
s t a t e d  th a t  the  "m ajority  o-f known a lm ains  in the part  books  
stem -from the e a r l i e r  part  o-f the c en tu ry ;  Ferrabosco ,  
C o p e r a r io ,  Sheri i e ,  and Ford. . . . While most o-f the  known 
a y r e s  are  anonymous, t h re e  are a s c r ib e d  to  composers o-f a 
l a t e r  g e n e r a t i o n ." 23 Sawyer seems to  imply that  almans were  
popular  e a r l i e r  in the  century  whereas a y r es  were popular  
l a t e r  on.
The Coranto
The co ra n to  was a l s o  a dance th a t  - f lourished in Europe 
in the  l a t e  s i x t e e n t h  c e n tu r y  and c o n t in u e d  u n t i l  th e  mid­
e i g h t e e n t h  c e n t u r y . 24 The d i s t i n g u i s h i n g  -feature o-f 
t h e  c o r a n to  i s  the  mensurat ion in t r i p l e  t im e ,  w r i t t e n  in 
two d i f f e r e n t  ways .  Those w r i t t e n  in C3 <3/4)  were u s u a l l y  
homophonic and v e r y  l i v e l y  p i e c e s ,  s i m i l a r  to  the  
s e v e n t e e n t h - c e n t u r y  c o r r e n t e .  Those w r i t t e n  in 3 <4/4) were  
more c o n t r a p u n t a l ,  w i th  rhythmic c o m p l e x i t i e s  such a s  c r o s s  
a c c e n t s  and h e m io l a s .  The e i g h t e e n t h - c e n t u r y  French 
c o u r a n t e s  were w r i t t e n  in t h i s  complex s t y l e . 2® According  
to  Morley,  the  co ra n to  i s  a dance w i th  running s t e p s .  He 
compares i t  w i th  th e  v o l t a ,  which h a s  l e a p in g  s t e p s ,  and
*®John Sawyer, "An Anthology ,"  p .  152.
24The New Grove. 4th e d . ,  s . v .  "Courante," by 
Meredith  E l l i s  and Suzanne 6 .  Cus ick .
2®Ibid.
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s t a t e s  that both are  w r i t t e n  in two or th re e  s t r a i n s . 2*
Ms.;e d e s c r ib e s  the coranto  as having "Lessons o f  a Shorter  
Cut, and o f  quicker  T r i p l e  Time; Commonly of 2 S t r a i n s  and 
f u l l  o f  S p r i g h t f u l 1 n e s s  and V igour ,  L i v e l y ,  Brisk and 
C h e e r f u l . " 27 Corantos are inc lu ded  in most of the  
c o l l e c t i o n s  o f  dances  from the e a r l y  s e v e n t e e n t h - c e n t u r y  
E ngl ish  r e p e r t o i r e  such as Morley,  Lessons and the  
F i t z w i T i i a n  V ir c in a l  Bock.
Corantos appear in a l l  o f  the  ly ra  s u i t e s  except  th e  D 
minor and D major s u i t e s  by Simpson. Most of  the  c o r a n to s  
a re  w r i t t e n  with a mensuration o f 3 .  A few have the symbol 
C f o l l o w i n g  t h e 3 ,  and some h a v e C 3 .  A l l  of the  c o ra n to s  
co n ta in  two s t r a i n s  and have freq u en t  i m i t a t i v e  m o t iv e s  
w it h in  a predominating homophonic t e x t u r e .  The f o l l o w i n g  
rhythmic f i g u r e s  appear most f r e q u e n t ly :
Hemiolas occur f r e q u e n t l y .  In the coran tos  w r i t t e n  
w ith  a s i g n a t u r e  o f  3 ,  the rhythm w ith in  the  measures  moves 
e a s i l y  from 6/ 4  to  3 / 2 , sometimes in a l l  v o i c e s ,  or perhaps  
in o n ly  one v o i c e .  Cross a c c e n t s ,  r e s u l t i n g  from the  
d i f f e r e n t  rhythmic p a t t e r n s ,  are  f r e q u e n t .  Examples 14-17  
on pages  97 -99  i 11u s t r a t e  some t y p ic a l  rhythmic complex­
i t i e s  found in c o r a n t o s .
2«Morley,  A P l a in  and Easy I n t r o d u c t i o n , p.  297 .
27Mace, MusicK's  Monument. 1:129 .
and ^  .
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
T h e  S a r a b a n d
The l i g h t ,  -fast saraband o-f e a r l y  s ev e n t ee n th -c en tu r y  
England b ea rs  no resemblance to  the  s lo w ,  s t a t e l y  saraband  
o-f l a t e  s ev e n tee n th -a n d  e ig h t e e n t h - c e n t u r y  France and 
Germany. The e a r l i e s t  Known re-ference to  t h i s  dance in 
England i s  a l i t e r a r y  source ,  the  p lay  "The D i v e l 1 i s  an 
A ss e ,"  by Ben Jonson -from 1 6 1 6 .28 In t h i s  re- ference,  the  
saraband i s  c o n s id ered  to  be a bawdy dance. As an i n s t r u ­
mental p i e c e  i t  became popular during the  second quarter  
o-f the  s e v e n t e e n th  cen tury ,  and i t  was -frequently -found as  
th e  co n c lu d in g  movement o-f a s u i t e  o-f dance p i e c e s .  Lawes 
i n c l u d e s  sarabands in the  "Harp Consorts" and "Royal 
C o n so rt s ,"  and, a s  s t a t e d  in Chapter I ,  a-fter m id-century  
J e n k in s  r e p la c e d  the  gal 1iard w ith  a coranto  or a saraband  
in h i s  - fantas ia  s u i t e s .
The saraband i s  not inc luded in M orley 's  d i s c u s s i o n s  
o-f the  dance p i e c e s ;  however, Mace d e s c r i b e s  sarabands a s  
b e in g  o f  "the s h o r t e s t  t r i p l e - t i m e .  . . " 2* This  i s  
i n t e r p r e t e d  today a s  a f a s t  3 / 4 .  Mace a l s o  s t a t e s  that
•28Ben Jonson, The Divel 1 i s  an A s s e . ac t  4 ,  
s c .  4 ,  l i n e  162, <London, 1616; r e p r i n t  e d . ,  e d i t e d  
by Maurice Hussey, London: U n iv e r s i t y  T utor ia l  Press
L t d . ,  1967 ) .  The d a te  and playwright  were c i t e d  in 
The New Grove. 6th e d . ,  s . v .  "Saraband" by Richard Hudson.
28 Mace, MusicK's Monument. 1:129.
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sarabands are  l i g h t e r  and more " toy ish" 3o  than c o ra n to s ,  
and o f  two s t r a i n s .  Mace's  d e s c r i p t i o n  - f i t s  most o£ the  
sarabands in the ly ra  s u i t e s .  Most c o n ta in  a meter s i g n a t u r e  
o-f 3( which - f i t s  i n t o  a modern 3 / 4  m eter .  The sarabands  
are  homophonic w ith  s im p le  rhythms o-f quarter  and e ig h th  
n o te  mot ion. ( Im p l ied  hem io las  occu r ,  and can be seen 
in Examples IS, p .  99; and 47 ,  p.  135.) The sarabands  
v ary  in leng th  -from e i g h t  to  twenty measures in the  f i r s t  
s t r a i n  and e i g h t  to  t h i r t y - t w o  measures in  the second  
s t r a i n .  All  of  the  sarabands in th e  l y r a  s u i t e s  conta in  
two s t r a i n s ,  ex cep t  for  one v ery  sh or t  saraband found in 
MS 0B4. T h i s  p i e c e ,  Saraband 5 ,  c o n t a i n s  three  s t r a i n s ,  
each w ith  on ly  two measures .  F i f t e e n  o f  the s u i t e s  c l o s e  
w ith  a saraband, and o n ly  two s u i t e s - d o  not in c lu d e  a 
saraband at a l l :  S u i t e  in S major,  MS 0B4 and S u i t e  in D
major,  MS DRc. In the D major s u i t e  by Simpson, the  
saraband has been added to  the  l a s t  alman as  a cod a-typ e  
e n d in g .  The saraband in the  B r u s s e l s  manuscript i s  much 
lon ger  than t h o se  in o th er  s u i t e s  because  i t  i s  in the form 
o f  d i v i s i o n s  upon a ground b a ss  of  two s t r a i n s .  The v i o l i n  
p l a y s  one s e t  o f  d i v i s i o n s  fo r  each s t r a i n ,  and the  ly r a  v i o l  
p l a y s  two s e t s  o f  d i v i s i o n s .
* ° I b i d .  Mace eq u a tes  "toy" w ith  " j i g g " ,  both being  
"Light  Squibbish  t h i n g s ,  o n ly  f i t  fo r  F a n t a s t i c a l ,  and 
E a s ie -L ig h t -H ea d ed  P eop le ;  and are of any s o r t  o f  Time."
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The O rganizat ion  o-f the  S u i t e s
The l e n g t h s  o-f the s u i t e s  and the order o-f the  p i e c e s  
w it h in  them vary  c o n s id e r a b ly  -from manuscript  to manuscript  
and -from composer to  composer.  While  ten s u i t e s  by Jenkins  
(MS 0B2 and DRc> each conta in  s i x  p i e c e s ,  one other  s u i t e  
c o n t a i n s  seven p i e c e s ,  another c o n t a i n s  e i g h t ,  and another  
f i v e .  The s u i t e s  by Simpson c o n t a in  as few as  four  p i e c e s  
and a s  many a s  n i n e .  The s u i t e s  in MS 0B4 conta in  t h i r t e e n ,  
s e v e n ,  and s i x  p i e c e s  r e s p e c t i v e l y ,  and MSS Be and Uu each  
c o n ta in  s i x  p i e c e s .
Certain  keys  appear to be used  more f r e q u e n t l y  than 
o t h e r s ,  and w i t h in  the  m an uscr ipts  by Jenkins  and Simpson,  
the  s u i t e s  are  grouped according  to  k e y s .  (S ee  Table  1 .)
C l e a r l y  G minor and G major appear most f r e q u e n t l y ,  as  
n in e  of  the  s u i t e s  are in t h e s e  k ey s  ( fo u r  in G minor and 
f i v e  in G m a jo r ) .  Six  s u i t e s  are  in  D major or D minor and 
th e  remaining s u i t e s  are in A m inor ,  A major or C major.
The arrangements  o f  a l l  o f  the l y r a  v i o l  a c c o r d s ,  the  actual  
p i t c h e s  o f  the  l y r a  v i o l  s t r i n g s ,  the  keys  of  the s u i t e s ,  
th e  s o u r c e s ,  and the  t i t l e s  o f  th e  t u n in g s ,  i f  a v a i l a b l e ,  
are  l i s t e d  in Table  4 .  The four p r i n t e d  so u r c e s  d i s c u s s e d  
in Chapter II have been in c lu d e d  in  t h i s  t a b l e  s i n c e  they  - 
c o n t a in  some i n t e r e s t i n g  tu n ings  and key r e l a t i o n s h i p s .
There e x i s t s  some correspondence  between the  tu n in g s  
and th e  keys o f  the  s u i t e s .  Four s u i t e s  in G major,  a l l  
from d i f f e r e n t  m an uscr ipts  share  th e  common tuning  of
























3<d/'bed3r? , known as Harp way sharp. Four s u i t e s  
in G minor share th e  common tu n ing  o-f e d f h f . ( d ' b - f  1 at  
adGD) . or Harp way - f la t .  A’ s o ,  th ree  s u i t e s  in D major 
share  the  tuning o-f fdefh  ( d^a-f-sharo AP> , ard th ree  
s u i t e s  in D minor sh a r e  the  tu n in g  o-f -fed-fh <d'afdAD) .
A -final p a ir  o-f tu n in g s  i s  a s s o c i a t e d  with A major and A 
minor: th e  tuning -f-fed-f < d'aecAE) appears in th ree
s o u r c e s  w i th  A minor, and the  tu n in g  -f-fed-f ( d 'a e c - sh a r p  
AE> appears  in one source  w ith  A major.  In th ese  p a r a l l e l  
major/minor r e l a t i o n s h i p s ,  th ere  i s  a d i f f e r e n c e  o f  on ly  one 
s t r i n g  p i t c h  in th e  ly r a  v i o l  t u n in g s .
E x ce p t io n s  t o  the  r e l a t i o n s h i p s  of keys  and l y r a  v i o l  
tu n in g s  e x i s t  and shou ld  be n o t e d .  While many o f  th e  s u i t e s  
in G major and G minor,  D major and D minor correspond w ith  
the  ly r a  v i o l  tunrngs  d i s c u s s e d  above ,  t h r e e  s o u r c e s  use  
r eg u la r  v i o l  tu n in g  fo r  t h e s e  k e y s .  In the  p u b l i c a t i o n  by 
Hume, P o e t i c a l  I M usicke . the  v i o l s  are  tuned the  normal way 
for  the  tenor v i o l  <o *d 'a f  cG) and in the  Compendium by 
Simpson and the L essons  by Moss, th e  lyra  v i o l  i s  tuned  
in the normal b a ss  tuning <d/ aecGD).
In a d d i t i o n ,  the  Harp way sharp tuning o f  d'badGD 
s e r v e s  fo r  the  key o f  C in MS OBI, as well  as  f o r  th e  key  
o-f G. Harp way f l a t  tun ing  o-f e d f h f  appears  in f i v e  
m a n u scr ip t s  w ith  two d i f f e r e n t  s e t s  of  p i t c h e s .  In 
four  o f  th e  s u i t e s  in G minor the  l y r a  v i o l  i s  tuned to 
d ^ b - f l a t  odGP. and fo r  two s u i t e s ,  one in  A minor and 
one in C major,  th e  p i t c h e s  are  e-'caeAE. Two d i f f e r e n t
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s e t s  o-f p i t c h e s  are employed -for the Lyra way tuning  -fe-fh-f 
in the p u b l i c a t io n  by Maynard. For a Pavan in G miner ,  the  
l y ra  v i o l  i s  tuned to  e'bodGD. and for  a Pavan in F, the  
l y ra  v i o l  i s  tuned to  d / a-fcFC.
While some o f  l y r a  v i o l  tun ings  correspond with  
s p e c i f i c  Keys,  some of  the tu n in g s  are a s s o c i a t e d  with  more 
than one key ,  e i t h e r  with  one p i t c h  s e t  or in a tran sp osed  
form. On the other  hand, some keys  can be c o n v e n ie n t l y  
played w ith  more than one tuning  on the ly ra  v i o l .
The manuscr ipts  by Jen k in s  and Simpson and the  
p u b l i c a t i o n  by Moss c o n ta in  some grouping and arrangement  
accord in g  to  keys .  Manuscripts  OBI, 0B2, and 033 by Jen k in s  
each c o n ta in  two s u i t e s .  They are  e i t h e r  in p a r a l l e l  or 
r e l a t e d  major/minor k e y s .  The s i x  s u i t e s  by Jenk in s  from 
MS DRc and the  four s u i t e s  by Simpson from MS 0B5 are  in 
p a r a l l e l  majcr/minor k e y s .  In th ese  l a s t  two c o l l e c t i o n s ,  
the s u i t e s  are  organized  so  t h o se  in p a r a l l e l  major/minor  
keys  a re  a d j a c e n t .  In the  Moss p u b l i c a t i o n ,  which seems  
to e x p l o r e  a l l  of  the  commonly used keys of  the  t im e,  
the s u i t e s  are  a l s o  grouped to g e th er  according  to  the  
k ey s .  The tuning a c co r d s ,  th e  actual  p i t c h e s  and the  
keys  o f  th e  s u i t e s  in t h i s  p r i n t e d  source  are shown below 
(F ig u re  5) in the order o f  t h e i r  appearance in th e  book 
The t h i r t e e n  s u i t e s  l i s t e d  r e f l e c t  on ly  the  f i r s t  h a l f  
of  th e  t o t a l  c o l l e c t i o n  o f  t w e n ty - s ix  s u i t e s .  The 
remaining t h i r t e e n  s u i t e s  f o l l o w  t h i s  same order o f  k e y s .
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ACCORD PITCHES KEY OF SUITE
■ffedCe)
* f  e f  h
f f  edf
f  f  e f  f
d ' a e c A ' F '
d'aecGC
d ' a e c A E
d ' a e c G C 3 m i n o r  
G iriaj or 
0  m i n e r  
D ma j  o r  
A m i n o r  
A m a j o r  
E m i n o r  
E maj  or 
C m i n o r  
C maj  o r  
F m a j o r
f f e f c  
f  f  eec
d'aecGF
d'aecG-sharp F-sharp
B - f l a t  major 
B major
Figu re  5 .  Tuning accord, s t r i n g  p i t c h e s ,  and Keys 
o-f s u i t e s  -for Lessons  on a Basse ’■'in' by 
John Moss < 147i> .
The B e l l s
Jenk in s  wrote  a number o-f p i e c e s  which s im u la te  the  
sounds o-f b e l l s ,  or e v e n t s  a s s o c i a t e d  w ith  b e l l s ,  and the  
t i t l e s  o-f the c o l l e c t i o n s  inc lu d e  the word " b e l l s . "  Two 
such s e t t i n g s  are inc lu ded  in the ly r a  c o n s o r t s :  in MS OBI 
"The S i x e  B e l l s , "  and in MS 0B3 s im ply  "The B e l l s . "  Both 
s e t t i n g s  have -four s e c t i o n s  and -follow a s i m i l a r  -format.
Each opens with a tw o -s tra in  a y r e ,  the f i r s t  four measures  
o f  which are  shown in Example 6 .  The s e c t i o n s  which f o l l o w  
th e  a y r e s  co n ta in  descending s t e p w is e  p a t t e r n s  resem bling  
th e  t o l l i n g  o f  b e l l s .  In the two s e t t i n g s  o f  the  p a t t e r n s ,  
th e  mensuration s i g n s  and corresponding  rhythmic v a l u e s  are  
d i f f e r e n t .  In MS OBI, the  s ign  i s  and the  n o te  v a l u e s  are  
h a l f  and whole  n o t e s .  In MS 0B3 the s ig n  i s  5  and smaller  
n o te  v a l u e s ,  namely quarter and e igh th  n o t e s ,  are  used.  
Example 7 shows the  opening measures o f  the  b e l l  p a t t e r n s .
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Example 6 .  J e n k i n s ,  "The B e l l s "  <a) MS OBI, mm. 1-4
and (b) MS OB3, mm. 1 -4 .
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Example 7 .  J e n k in s ,  "The B e l l s "  The d e s c e n d in g  b e l l  
p a t t e r n s ,  (a) MS OBI, mm. 1 -3 ,  and <b) MS OB3, 
mm. 1-3 .
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The s i n g l e - s t r a i n  ayres  that  -follow are in the p a r a l l e l  
minor,  and both bear the t i t l e  "The Mourners" (Example S ) .
5 cth s e t t i n g s  conclude with a s h o r t ,  l i v e l y ,  tw o -s tra in  
a y e  ir. the o r ig in a l  key e n t i t l e d  "The Ringers" (Example 
. These p i e c e s  are two o-f the su r v iv in g  ten such 
s e t t i n g s  by J e n k i n s . 31
The only  occurrence o-f a second ending at th e  c l o s e
o-f a s t r a i n  in a l l  o-f the p i e c e s  o-f the lyra  s u i t e s  can be
■found at the end o-f the  - f ir s t  s t r a i n  o-f "The Ringers* in MS 
OBI. In the v i o l i n  and ly r a  v i o l  p a r t s  o n ly ,  a hal-f measure  
o-f a d d i t io n a l  m ater ia l  f o l l o w s  the repeat  s ig n  of  t h i s  
s t r a i n .  In the h a l f  measure a d o t t e d  quarter note  r e p la c e s  
the h a l f  note  from the  prev ious  measure,  and i t  i s  fo l l o w e d  
by two s i x t e e n t h  n o t e s  that  lead  to  the next s t r a i n .  A sco r e  
of  the  e n t i r e  p i e c e  shows that t h i s  mater ia l  i s  intended to
be used a t  the end of  the f i r s t  s t r a i n  as i t  moves in t o  the
second s t r a i n .  Example 9 i l l u s t r a t e s  the f i r s t  four measures  
o f  "The Ringers" w ith  the endings a s  they have been i n t e r ­
p r e te d  by t h i s  w r i t e r .  The m ater ia l  in brackets  in the  
keyboard and bass v i o l  l i n e s  has been added to  complete  
the s c o r e .
31Carolyn Coxon, "A H a n d l i s t ,"  pp. 8 6 -8 7 .  Although the  
s e t t i n g  from MS 0B3 i s  e n t i t l e d  s imply  "The B e l l s , "  i t  appears  
in o th er  s o u rces  f o r  a d i f f e r e n t  in s tru m en ta t ion ,  sometimes  
with  the t i t l e  "Lady A ud ley 's  B e l l s . "  Dodd c o n s id e r s  the  
v e r s i o n  from MS 0B3 to  be the p r in c ip a l  v e r s io n  and the  
o t h e r s  are  "paler i m i t a t i o n s ."  Gordon Dodd, "Viola da Gamba 
S o c i e t y  P r o v is io n a l  Index," Che!vs 7 <1977): 74.
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Example 8 .  J e n k i n s ,  'The B e l l s , "  "The Mourners"
<a) MS OBI, mm. 1 - 7 ,  and <b> MS 0B3, mm. 1 -5 .
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Example 9 .  J e n k i n s ,  "The B e l l s , "  "The Ringers"
(a) MS OBI, mm. 1 -4 ,  and <b> MS 0B3, mm. 1 -4 .
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The d i s c u s s i o n  of t h i s  chapter  has -focused or. the  
s u i t e s  o-f dances  -for the ly r a  v i o l  consort  found in e ig h t  
m a n u s cr ip t s ,  ""he s u i t e s  conta in  the f o l l o w i n g  -*ive forms:  
pavans,  almans, a y r e s ,  c o r a n t o s ,  and sarabands. In 
a d d i t i o n ,  two s e t t i n g s  o f  ' b e l l  p ieces"  w r i t t e n  fo r  t h i s  
ensemble  are  in c lu d ed  in two m an u scr ip ts .  Within many of  
the  c o l l e c t i o n s ,  the  s u i t e s  f o l l o w  an order o* key ,  u s u a l l y  
p a r a l l e l  major/minor r e l a t i o n s h i p s .  The tu n ings  for  the  
l y r a  v i o l  in  t h e s e  keys  are  a l s o  r e l a t e d ,  and the  changes  
in s t r i n g  p i t c h e s  are  m in im al .
In th e  s tu d y  o f  the  keys  o f  the  s u i t e s  and the tu n ings  
for  the l y r a  v i o l ,  i t  has been found that w h i l e  many o f  the  
tu n in g s  are  a s s o c i a t e d  w ith  a p a r t i c u l a r  key ,  th ey  are not  
l i m i t e d  to  th a t  key .  Some tu n in g s  accomodate more than 
one key ,  and some keys  f i t  more than one tu n in g .
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CHAPTER V
S t y l i s t i c  Fea tu res  o-f the Lyra Viol S u i t e s
The s tu d y  o-f the  s t y l i s t i c  -features  o-f the ly ra  v i o l  
s u i t e s  i n c l u d e s  rhythmic e lem en ts  (m eters  and tem pos) , 
m e l o d i c ,  and harmonic e lem en ts .  These  e lem ents  a l l  r e l a t e  
to  th e  t e x t u r e  o-f the  music ,  a long  w i th  composit ional  
t e c h n iq u e s  o-f d i v i s i o n s  and s t y l e  b r i s e . The -function 
o-f th e  lyra  v i o l  in the  ensemble ,  the  changing d i s t r i b u t i o n  
o-f v o i c e s ,  and th e  r e s u l t i n g  instrum enta l  timbre and ba lance  
a re  a l s o  c o n s id e re d  in t h i s  d i s c u s s i o n .
Meter and Tempo
The meter s ig n  used for  the p i e c e s  in duple time,  
nam ely ,  pavans,  almans, and a y r e s ,  i s  w r i t t e n  . Sarabands  
have a meter o f  e i t h e r  ?  or , and coran tos  have a meter
o f  car, % ,5  ,  or C  The l a s t  named s i g n , £  , appears
a l s o  in  "The B e l l s *  from MS OBI, in th e  saraband from Be,  
and in  many.of the  sarabands and c o r a n to s  from MS DRc. In 
most c a s e s  th e  meter for  the saraband has been i n t e r p r e t e d
*This mensurat ion s ign  i n d i c a t e s  two la r g e  b e a t s  
each o f  which i s  f u r t h e r  d iv id e d  i n t o  th ree  small b e a t s ,  
e . g . ,  6/ 4  or 6 / 8.
9 1
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as  3 / 4 ,  and the meter for  the  coranto  as  6 / 4. Tempos 
depend on the ch aracter  o f  the p i e c e s ,  the  t h ic k n e s s  of  
the  t e x t u r e s ,  the  speed  o f  the harmonic changes ,  and the  
n o t e  v a l u e s .  G enera l ly  the  pavans are s lower and more 
s t a t e l y  than the  almans and the  a y r e s .  The c o ra n to s  are  
f a s t ,  and the sarabands  a re  f a s t e r  than th e  c o r a n to s .
The o n ly  tempo i n d i c a t i o n s  occur in Coranto 6 in 
G minor by Simpson, and in "The B e l l s ” CMS 0B3) by J e n k in s .  
The word "dragg* appears  th re e  tim es  in Simpson's  Coranto;  
f i r s t  in the  l y r a  v i o l  p a r t ,  e l ev e n  measures  l a t e r  in the  
b a s s ,  and f o l l o w e d  four measures  l a t e r  in the  t r e b l e .  The 
word "drage" app ears  in one s e c t i o n  o f  "The B e l l s"
CMS 0B3), f o l l o w i n g  th e  d i r e c t i o n s  "in s low time."
Rhvthm
The genera l  r e l a t i o n s h i p  of c e r t a i n  n o t e  v a l u e s  and 
rhythmic p a t t e r n s  w ith  a p a r t i c u l a r  genre has  been d i s c u s s e d  
above w ith  each o f  th e  dance p i e c e s .  Some i n t e r e s t i n g  
com b in at ion s  o f  rhythmic  p a t t e r n s  e x i s t  w i th in  t h i s  o v e r a l l  
s t r u c t u r e .  A rhythmic combination used f r e q u e n t l y  by 
J en k in s  c o n s i s t s  o f  two p a t t e r n s :  1) a p a ir  of e v e n ly  d iv i d e d  
e ig h t h  n o t e s ,  and 2) the d o t t e d  e igh th -a n d  s i x t e e n t h - n o t e  
groupin g .  These  two p a t t e r n s  appear a d jacen t  to  each 
o th er  in one v o i c e ,  a s  w e l l  a s  in more than one v o i c e  where  
they  occur s im u l t a n e o u s ly  on the  same b e a t .  Examples 10 
and 11 show s e v e r a l  i n s t a n c e s  o f  t h e s e  p a t t e r n s .
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Example 10. J e n k in s ,  Ayre 8 in G major,  MS 0B2 
mm. 9 - 1 1 .
Example 11. J e n k in s ,  Ayre 5 in C major,  MS OBI, 
mm. 5—11.
The combination o f  e v en ly -a n d -u n ev e n ly  d iv i d e d  e ig h t h  
n o t e s  o c c u r s  in o th e r  instrum enta l  p i e c e s  by Jen k in s  and 
o th e r  composers ,such a s  Coperario ,  Lawes,  Loosemore, Ford,  
and F errab osco .  The d i f f e r i n g  i n t e r p r e t a t i o n s  o f  th e  rhythm 
p a t t e r n s  have  posed some q u e s t i o n s  o f  performance p r a c t i c e s .
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The e d i t o r s  o-f one e d i t i o n  o-f J e n k in s ' s  - fantas ias  make the  
■f c ’ T c"; i r g s u s s e s  t i  or ^or a fo u r t e e n —measure s e c t i o n  where t u,e 
twr p a t t e r n s  occur f r e q u e n t l y :  "all  p a i r s  of repeated  quavers
in t h i s  s ec t io r .  should  be played JL ^ . * -  A rec e n t  p u b l i c a t i o n  
o-f a f a n t a s i a  s u i t e  a t t r i b u t e d  to  Jenkins  c o n t a in s  severa l  
s i m i l a r  a r e a s ,  and i t s  e d i t o r  s u g g e s t s  the  same i n t e r p r e t a t i o n  
by p l a c i n g  unevenly  d i v i d e d  e ighth  n o t e s  in e d i t o r i a l  b ra cke ts  
above th e  p a i r s  of both rep eated  and moving e ighth  notes .®
The s u g g e s t i o n s  g iven  in the  above r e f e r e n c e s  provide  
both c o n t i n u i t y  to  an a rea  of  im i t a t io n  and a p r a c t i c a l  
s o l u t i o n  to  the  problem o f  p r e c i s e  bowing when the d i f f e r e n t  
p a t t e r n s  appear s i m u l t a n e o u s l y .  The q u es t io n  remains,  
however,  whether the composers in tended  f o r  the d i f f e r e n c e s  
t o  be  d i s t i n c t l y  heard,  whether the c o p y i s t  s imply  did not  
f i n i s h  w r i t i n g  the  rhythms, or whether the  p resence  of a few 
d o t t e d  e i g h t h - a n d  s i x t e e n t h - n o t e s  i n d i c a t e d  to  s e v e n t e e n t h -  
c e n t u r y  perform ers  that  a l l  p a i r s  o f  e ig h th  n o t e s  should  be  
p la y e d  t h a t  way.
^Andrew Ashbee and Richard N ic h o l s o n ,  ed s .  John 
J e n k in s ;  Music in  S ix  P a r t s  (London: Faber Music L t d . ,  
1 9 7 1 ) ,  Fan tasy  10, mm. 2 1 - 3 5 ,  score  e d . ,  pp. 8 5 -3 4 ,  ed.  
n o t e s ,  p .  x v i i .  No e x p la n a t io n  for  the  s u g g e s t i o n  i s  g iven  
in t h e  e d i t o r i a l  n o t e s ;  however,  Ashbee d i s c u s s e s  the  sug ­
g e s t i o n  in h i s  a r t i c l e :  "The S ix - P a r t  Consort Music of
John J e n k in s :  An E d i t o r ' s  View," Chelvs  7 <1977): 5 8 -5 9 .
He n o t e s  th a t  Jen k in s  ten d s  to  " w rite  the  d o t t e d  rhythm 
f o r  the  l e a d i n g  ins trum ent  and l e a v e s  the  n o n -d ot ted  
n o t a t i o n  f o r  the  i m i t a t i n g  p a r t ( s )  ."
SHolman, "Su ites"  p .  33 ,  mm. 41 -4 4 ;  p.  34,  m. 1.
T h i s  s u i t e  and the above Fantasy are the on ly  examples  
in which th e  e d i t o r s  have made t h i s  s u g g e s t i o n .
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Many o-f J e n k i n s ' s  p i e c e s  c o n ta in  a r e a s  o-f o v e r la p p in g  
d o t t e d  qu arter  and e ig h th  n o t e  p a t t e r n s  which appear in each  
v o i c e  but on d i f f e r e n t  b e a t s  o f  th e  m easures .  Example 12 
i l l u s t r a t e s  an extended area c o n t a i n i n g  t h i s  rhythmic  
d e v i c e .  The m ot ive  i s  a t ern ary  f i g u r e  w hich ,  when p la y ed  
t w ic e  in seq u e n c e ,  c a u s e s  the f i r s t  to  begin  on a s t r o n g  
beat  and the  second f i g u r e  to  beg in  on a weak b e a t .  The 
v a r y in g  o r i e n t a t i o n  o f  rhythm to  m eter ,  caused  by m o t iv e s  
b e g in n in g  at  a r b i t r a r y  p o i n t s  in the  measure,  c r e a t e s  an 
environment w i th  c r o s s  a c c e n t s .
I *
Example 12. J e n k in s ,  Pavan 1 in 6 minor, MS 0B2,
mm. 2 9 - 4 4 .
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A second appearance o-f an area o-f ternary  -f igures  
w ith in  th e  e x i s t i n g  duple  meter can be seen in the  Alman 
in C by Jenk in s  (Example 13) .  The t r e b l e  and b a ss  p a r t s  
appear to  move t o g e th er  in duple  m eter ,  w h i l e  the l y r a  v i o l  
p a t t e r n s  in mm. 8 - 9  s u g g e s t  a t r i p l e  m e te r .  For a brie-f  
time in mm. 9-18  the  t r e b l e  l i n e  has  a -figure that  p a r a l l e l s  
the lyra  v i o l  l i n e ,  in what might be i n t e r p r e t e d  as  t r i p l e  
grouping .  In mm. 11-12 the b a s s  l i n e  b e g in s  to move in 
ternary  groups w ith  the  ly r a  v i o l .
Example 13. J e n k in s ,  A ire  1 in C major,  MS 081 ,  
mm. 8 - 1 4 .
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" h e  r h y t h m i c  f !  ex. i b i  I i t y  p c s s i b ’ e  w i t h  the  m e t e r  3  o f
t b s  c o ^  3. rj t  r  i s  i 1 1 u s t  r  s, t  s  d i n  s. V5.r*i*sty o*f v-,?.y*s • s
comb: r .  ? . t : : r  : r  5 / 4  i n  *be  u p p e r  ! i n e s  c-f Tyre vioT er.d  K e y -
b e a r d  p a r t s  w i t h  t h e  3 / 2  i n  t h e  b a s s  can  be s e e r  i r  n .  3 o t
E x a m p l e  14,  C e r a - . t o  5  i n  3  m i n o r  MS 0 52  by  J e r k i n s .  I r  • 
m.  4 ,  t h e  t r e b l e  a l s o  p l a y s  t h e  6 / 4  r h y t h m .  T h e  e n t i r e  





Example 14. J e n k in s ,  Coranto 5 in G minor,  MS 052,  
mm. 2 - 4 .
Example 15 i l l u s t r a t e s  a s i t u a t i o n  in which the use^of  
bar l i n e s  c o n f l  i c t s  w ith  th e  natural  -flow o f  the rhythmic  
■figures. The b a ss  c l e a r l y  moves in a 3 / 2  f i g u r e  that  d i s ­
reg a r d s  the  bar l i n e s .  In the  t r e b l e  and l y r a  v i o l  p a r t s  
the  m o t iv e s  can be seen to  move in both 6 / 4  or 3 / 2  over th e  
bar l i n e s  w ith  the  b a s s .  In th e  m anuscr ipt ,  o n ly  the l y r a  
v i o l  and h a rps ich o rd  par tb eok s  have bar l i n e s ,  and in t h e s e
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p a n t s ,  th e  bar l i n e s  are  not p la c e d  in  m e t r i c a l l y  c o n s i s t e n t  
p o s i t i o n s .  S i n c e  bar l i n e s  were not r e g u l a r l y  added during  
t h i s  t im e ,  probably  t h e s e  have been p l a c e d  -for the conven­
i e n c e  o-f the  per-former r a th e r  than a s  an i n d i c a t i o n  o-f any 
p a t t e r n  o-f w e ig h t  or a c c e n t .
Example 15. J e n k i n s ,  Coranto 4 in  G minor,  MS 0B2,  
mm. 13-16.
Changes from 6 / 4  to  3 / 2  which occu r  s i m u l t a n e o u s l y  in  
a l l  o f  t h e  l i n e s  are  i l l u s t r a t e d  in Example 16, and Example 
17 i l l u s t r a t e s  an area  o f  harmonic s y n c o p a t i o n ,  that  i s ,  a 
change o f  harmony on the  weak bea t  o-f t h e  measure.
Example 16. J e n k i n s ,  Coranto 3 in D minor, MS 0B3,  
mm. 16-20 .
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Example 17. Simpson, Coranto 12 in G major, MS 0B5,  
mm. 1 - 4 .
Rhythmic - f l e x i b i l i t y  i s  not l i m i t e d  to the c o r a n t o s .  
Many o-f th e  sarabands conta in  im p l ie d  h e m i d a s  such as  i s  
i l l u s t r a t e d  in Example 18 and Example 47 on p.  135.
Example 18. J e n k in s ,  Saraband 12 in G major MS 0B2,  
mm. 1 -8 .
T h ese  examples  have i l l u s t r a t e d  some o-f th e  i n t e r e s t i n g  
u s e s  o-f rhythm found in t h e s e  p i e c e s .  The f l e x i b i l i t y  o f  the  
rhythm and s t r u c t u r a l  d e v i c e s ,  such a s  ternary f i g u r e s  w i th in  
a du p le  m e te r ,  im p l ie d  hem io las  in  a t r i p l e  m eter ,  and c r o s s  
a c c e n t s  o f  3 / 2  and 6 / 4  as seen  in the  c o ra n to ,  a l l  h e lp  to  
c r e a t e  i r r e g u l a r  p a t t e r n s  o f  a c c e n t .  Rhythmic d e v i c e s  such  
as  t h e s e  can be found in much o f  th e  music  of  the  Jacobean  
and C a r o l in g ia n  p e r io d  by composers  such as  Coperario ,  
F e r ra b o sc o ,  Lawes, as  wel l  as by J en k in s  and Simpson.
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The ly r a  s u i t e s ,  l i k e  o ther  instruments^ p i e c e s  -from 
m i d - s e v e n t e e n t h - c e n t u r y  England, g e n e r a l l y  contain shor t  
m o t iv e s  ra ther  than long m elodic  l i n e s .  Some m ot ives  are  
im i t a t e d  or appear in sequence w ith  v e r y  l i t t l e  a l t e r a t i o n .  
Other m o t iv e s  r e c e i v e  a l t e r a t i o n  in th e  rhythm or i n t e r v a l s  
when they  appear in i m i t a t i o n .
One m o t iv e  which appears  -frequently  in the s u i t e s  
i s  a sh o r t  r e p e a t e d - n o t e  -figure which resembles  a -fan-fare. 
The m o t iv e  b e g in s  on the b e a t ,  i s  r a r e l y  a l t e r e d ,  -frequently  
■follows an area o f  i m i t a t i o n ,  and o f t e n  lea d s  to the s e c ­
t io n a l  cad en ce .  The f a n fa r e  m o t iv e  c r e a t e s  a change o f  
t e x t u r e  by t y i n g  the  v o i c e s  to g e th e r  in t o  t r ia d s  and s lo w in g  
the harmonic rhythm as i t  approaches the cadence.  T h is  
m ot ive  can be seen  in  Examples 10, p.  93; 22 ,  p. 104; 23 ,  
p. 185; and 48 ,  p .  137. Appendix 2 c o n t a i n s  two a d d i t io n a l  
examples:  Example 2 ,  Alman 2 in  6 minor by Jenkins ,  mm. 36
to  the  cad en ce ,  and Example 10, Alman 13 in 6 major by 
Simpson, mm. 22 to  the  cadence .
Ascending  and descend ing  s t e p w i s e  m ot ives  occur 
f r e q u e n t l y ,  a s  do f i g u r e s  which move s t e p w is e  in one 
d i r e c t i o n  and then r e t u r n .  (The • l a t t e r  w i l l  be c a l l e d  
t u rn in g  f i g u r e s . )  M otives  beg in  in  both th e  upbeat and 
downbeat p o s i t i o n s  and are  sequenced ,  i m i t a t e d ,  and a l t e r e d  
s l i g h t l y  in  rhythm or i n t e r v a l s .  The a l t e r a t i o n s  are  r a r e l y
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d eve lop ed  e x t e n s i v e l y .  Examples 19-27 show v a r i o u s  t r e a tm e n ts  
o f  m o t iv e s  and each example i s  d i s c u s s e d  i n d i v i d u a l l y .
The - f i r s t  two examples o-f a l t e r e d  m o t iv es  come -from 
Alman 24 in D major by Christopher  Simpson, -from MS 0B3.
While both m o t iv e s  co nta in  tu rn in g  f i g u r e s ,  they  d i f f e r  in 
t h e i r  rhythmic c h a r a c t e r .  The upbeat m ot ive  of mm. 1-13  
shown in Example 19 c o n t a i n s  both th e  tu rn ing  f i g u r e  and the  
descen d in g  s t e p w i s e  f i g u r e s .  The l a t t e r  f i g u r e  i s  i m i t a t e d  
o n ly  once in  m. 4 .  The tu rn ing  f i g u r e  appears  more f r e ­
q u e n t ly  and i s  a l t e r e d  in the  f o l l o w i n g  four ways: 1) j u j t o
2 3> r J 7 3 J J  or 4) . While the
treatm ent  o f  the  m ot ive  i s  not complex, i t  c o v e r s  an area  o f  
t h i r t e e n  m easures ,  which f o r  t h i s  music i s  unusual .
Example 19. Simpson, Alman 24 in D major,  MS 0B5,  
mm. 1-13.
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Another example from the  second s e c t i o n  o f  the  same 
Alman can be seen in Example 2 0 .  T h is  f o u r - b e a t  m ot ive  
b e g in s  on th e  beat  and i s  heard f i r s t  in the ly r a  v i o l . The 
b a ss  i m i t a t e s  the  m ot ive  a fo u r th  below a h a l f -m e a su r e  l a t e r ,  
and th e  t r e b l e  i m i t a t e s  a fo u rth  above a ha l f -m e a su r e  a f t e r  
the b a s s .  Rhythmic a l t e r a t i o n s  of  two k inds  o c cu r .  The 
o r i g i n a l  m o t iv e  (marked h » ) i s  sequenced « ) ,
and a b b r e v ia t e d  < >.  A l l  forms o f  the  m ot ive  appear
in a l l  o f  the  v o i c e s  but not  in  the same order .  A few  
changes  o f  i n t e r v a l s  occur w i th  the changes in rhythm.
Example 2 0 .  Simpson, Alman 24 in D major,  
MS 0B5, mm. 19-30 .
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The Alman in D minor by J e n k in s ,  seen in Example 21 ,  
h a s  a s t e p w i s e  m ot ive  w ith  a leap  near the  end r e s u l t i n g  
in  i d e n t i c a l  b eg in n in g  and ending n o t e s .  Changes in t h i s  
m o t i v e  i n c l u d e  some s l i g h t  rhythmic a l t e r a t i o n s  in mm. 
2 7 - 2 8 .  When the  second s t a te m e n t  appears the  i n i t i a l  note  
i s  a d o t t e d  q u a r t e r .  I n t e r l o c k i n g  o-f th e  m o t iv e ,  with the  
l a s t  two n o t e s  s e r v i n g  as  the  - f i r s t  two n o t e s  o-f the  next  
p r e s e n t a t i o n , o c cu rs  in mm. 2 9 - 3 1 .  Changes in d i r e c t i o n  
occu r  in mm. 3 3 - 3 4 ,  and th e  m ot ive  appears  in mm. 3<S-3? in 
t h e  l y r a  v i o l  a t  two p i t c h  l e v e l s ,  w h i l e  i t  appears  in the  
t r e b l e  in an extended  -form.
i IJ ( I
Example 2 1 .  J e n k in s ,  Alman 13 in D minor, MS DRc, 
mm. 2<S-39.
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M o tiv es  sometimes appear in  s eq u e n c es  in  which rhythms  
or i n t e r v a l s  are  a l t e r e d .  The f o l l o w i n g  four examples  i l l u s ­
t r a t e  th e  d i f f e r e n t  t y p e s  o f  s e q u e n c e s .  Example 22  c o n t a i n s  
m elo d ic  s eq u en ces  of  the  fa n f a r e  m ot ive  in the  t r e b l e ,  l y r a  
v i o l  p a r t s  th a t  move in p a r a l l e l  t h i r d s ,  and a s low er  moving  
s y n co p a ted  p a t t e r n  in the  b a s s .
1 J u ftr rT" r n rj1 W ' hi4 W * u 1
s s 1 | l |  | g = Jsmm g =
1 .  .
•
■) 1 ll —J- * -1 ' J T  .=sk &
Example 2 2 .  J e n k in s ,  Ayre 9 in 6 major,  MS OB2, 
mm. 2 8 - 3 1 .
Ayre 25 in D major by Simpson (Example 23) c o n t a i n s  a 
f o u r - n o t e  m o t iv e  w i th  the  rhythm The m o t iv e  appears
f i r s t  in the  l y r a  v i o l  p ar t ;  then i t  i s  sequenced in the  
t r e b l e  p a r t  w ith  t h r e e  d i f f e r e n t  i n t e r v a l s  o c cu rr in g  between  
the  l a s t  two n o t e s :  m. 17, a l e a p  o f  a sev en th ;  m. 18,  a
l e a p  o f  a s i x t h ?  and m. 19, a l e a p  of- a f i f t h .  In m. 19, the
b a s s  p l a y s  th e  m o t iv e  w ith  the  l e a p  o f  a f o u r t h ,  w h i l e  the  
l y r a  v i o l  p l a y s  i t  w i th  an o c t a v e  l e a p .  A new but r e l a t e d  
m o t iv e  f o l l o w s  in  th e  ly r a  v i o l  p a r t ,  and t h i s  m o t iv e  i s  
i m i t a t e d  in mm. 19-23 .  The f a n f a r e  f i g u r e  appears  in m. 2 8 ,
and o n ly  s l i g h t  changes  occur in the  two measures  th a t
f o l l o w .  The 4 - 3  su spens ion  in m. 17 r e s o l v e s  to G major,  
the  VI o f  6 c r e a t i n g  an evaded c a d e n c e .
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Example 2 3 .  Simpson, Ayre 25 in D major,  MS 0B5, 
mm. 16-35 .
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A h arm on ica l ly  complex sequence  -from Alman 12 in 3 
major by Simpson i s  shown in Example 24 .  Here the  sequenced  
m o t iv e  appears in a l l  o-f the  v o i c e s  beg inn ing  with the  ly r a  
v i o l .  In the  space  of  n in e  measures ,  the tonal c en te r  moves 
from D major to E minor in f a l l i n g  f i f t h  seq u en ces  through 
e i g h t  secondary  dominants.  Some rhythmic changes  are imposed 
on the  m o t iv e  in m. 22,  and the sequence  cadences  with  a 4 -3  
su sp en s io n  in m. 23.  While changes in the tonal  c en ter  
occur r e g u l a r l y  in the ly r a  v i o l  s u i t e s ,  t h i s  example i s  
unique in i t s  e x t e n s i v e  u se  o f  secondary  dominants in com­
b i n a t i o n  w ith  the  sequenced m ot ive  to  reach the  new tonal  




Example 2 4 .  Simpson, Alman 10 in G major,  MS 0B5, 
mm. 16-24.
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The -final  example o-f sequenced m o t iv es  i s  -found in
; l T . ^  =  C n  s  . - l i . T .  s . .  — - j  S . . - - V . .  . . .  _ < >  « i i i r  . s  — .  > t . i .h i ?  exa.T.Ol amp: e : s
r e l a t e d  to Example 2 4 ,  as Sooth i l l u s t r a t e  movement 
through s e v e r a l  tonal c e n t e r s .  While the harmonic motion  
in A!nan 10 p a s s e s  through second ary  dominants,  the  m e lod ic  
l i n e  in Alman 21 seq uences  c h r o m a t i c a l 1y . ^he r e s u l t i n g  
o r .rc n s t i c  i n - f l e c t i o n s  can be seen i r. each measure.  Cross  
r e l a t i o n s  occur as a r e s u l t  o-f d ou b l in g  c-f the  t h i r d  in the  
l y r a  v i o l  ar.d the b a s s .
Example 2 5 .  Simpson, Alman 21 in D minor, h*S 035,  
mm. 2 2 - 2 4 .
In the  examples  seen thus  -far, th e  changes  which 
appear in  t h e  i m i t a t i o n  o f  th e  m o t iv e  a l t e r  i t s  rhythm and 
i n t e r v a l s  w i t h o u t  a c t u a l l y  expanding  th e  m ot ive  i t s e l f .  In 
Example 24 a f l e x i b l e  form o f  i m i t a t i o n  occu rs  in which the  
s u b j e c t  i s  r h y t h m i c a l l y  augmented. The l y r a  v i o l  pi ays  the  
opening  th re e -m e a su re  m ot ive  o f  the Pavan—Alman in G minor 
by Hudson, <MS Uu) and the v i o l i n  i m i t a t e s  the  m ot ive  two 
measures  l a t e r  and two o c t a v e s  h i g h e r .  In the  im i t a t e d  form 
the  m o t iv e  i s  f i v e  measures  in l e n g t h .  The i m i t a t i n g  l i n e
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c o n t a i n s  an a d d i t io n a l  pa ir  o-f e ig h th  n o t e s  which are  a 
-fourth lower <m. 4 ) ,  and the d escend ing  l i n e  which f o l l o w s  
t h i s  opening  f i g u r e  i s  an augmentation of the  descend ing  
l i n e  heard in th e  l y r a  v i o l  in m. 2 .  The d escen d in g  l i n e ,  
when p layed  f i r s t  by the  l y r a  v i o l ,  c o n t a i n s  e ig h t h  and 
qu arter  n o t e s .  When the  v i o l i n  p l a y s  i t s  descend ing  l i n e ,  
th e  n o t e  v a l u e s  are l o n g e r .  The p a s s i n g  ton es  in the  t h i r d  
measure o f  th e  ly r a  v i o l  part are r e p la c e d  by the in t e r v a l  
o f  a fo u r th  when the  l i n e  i s  p layed  by the v i o l i n .
The m o t iv e  i s  unusual because  i t  i s  longer  than most 
o f  th e  o t h e r s  found in the ly r a  s u i t e s .  The i m i t a t i o n  which  
f o l l o w s  i s  a v a r i a t i o n  o f  the mot ive  through rhythmic augmen­
t a t i o n  as  w e l l  as  through the a d d i t io n  and d e l e t i o n  o f  n o t e s .  
Example 26a shows the  opening o f  the  Pavan-Alman, and Example 
26b compares the  p i t c h e s  and rhythms o f  th e  two l i n e s .
Example 2 6 . (a) Hudson, Pavan-Alman in G minor,  MS 
Uu, mm. 1-8 and (b) Comparison o f  the  l y r a  
v i o l  l i n e  and the v i o l i n  i m i t a t i o n .
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A second example o-f longer m ot ives  comes -from a Pavan 
in G minor by Jenkins  -from MS 0B2. The e n t i r e  f i r s t  s t r a i n ,  
shown in Example 27 ,  c o n ta in s  four m o t iv e s ,  l a b e l e d  A -  D.
Two o f  the m ot ives  are  four measures in l e n g t h .  Motive A 
<mm. 1-4) i s  im i ta te d  in a l l  l i n e s ,  and does  not r ec u r .
M otive  B i s  s h o r t e r ,  w ith  s t e p w ise  mot ion .  Motive C, a l s o  
s h o r t ,  c o n t a in s  a turn ing  f i g u r e  o f  e ig h th  n o t e s .  While  
m o t i v e s  A and B cadence on D major,  m ot ive  C cadences  on 
B—f l a t  major.  Motive D b e g in s  in ly r a  v i o l  and l i k e  m ot ive  
A i s  -four measures in l en g th .  The l e a p s  o f  a t h ir d  down and 
a -fourth up make t h i s  mot ive d i s t i n c t i v e .  The l e a p s  are  
f o l l o w e d  by a group o f  descending quarter  n o t e s ,  s i m i l a r  to  
th e  second segment o f  mot ive A. Motive D appears tw ice  in 
i t s  e n t i r e  form in  each p a r t ,  and a t  the  cadence ,  fragments  
o f  th e  mot ive  can be found in both the t r e b l e  and the  ly r a  
v i o l  p a r t s .  Appendix 2 ,  Example 1 shows th e  e n t i r e  pavan.
In most o f  the m anuscr ipts ,  t h er e  are  no m o t iv ic  
r e l a t i o n s h i p s  among th e  movements w i th in  a s u i t e .  The 
p i e c e s  in the  s u i t e  in  D minor by Simpson are  an e x c e p t io n .
The opening m ot ive  o f  the pavan c o n t a in s  a leap o f  a fourth  
from a to  d in th e  t r e b l e ,  fo l l o w e d  by a descend ing  
l i n e ,  a s  can be seen in mm. 1-3 o f  Example 28a.  The alman 
t h a t  f o l l o w s  ( 2 8 b ) ,  p r e s e r v e s  t h i s  i n t e r v a l ,  but remains  
a t  th e  h igher  l e v e l  f o r  one measure b e fo r e  descend ing .
Alman 18 (28c)  a l s o  p r e se r v e s  the  leap  o f  a fo u r t h ,
c o n t i n u e s  one s t e p  and then l e a p s  back to  ± .
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Example 27 .  J e n k in s ,  Pavan in G m inor ,  MS 0B2,  
mm. 1-28.
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<a>
Example 2 8 .  Simpson, S u i t e  in D minor,  MS 0B5.
<a> Pavan 15, mm. 1—3; <b> Alman 16, mm. 1-3;  
and <c> Alman 18, mm. 1-4 .
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Ayre 19 <23d) b e g in s  in F major,  w i th o u t  the  l e a p .  The 
o p en in g  m a t e r ia l  in  t h i s  ayre i s  s i m i l a r  to  m ater ia l  in  Ayre 
2 2 ,  m.2  <28f> .  Both a y r e s  21 and 22 begin  with a l e a p  o-f a 
f i f t h  from £  to  a .  <28e and 28f>
Example 28 < c o n t . )  <d) Ayre 19, mm. 1-4; <e> Alman 21,  
mm. 1 -4 ;  and <f> Ayre 2 2 ,  mm. 1-4 .
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The opening  m o t iv e s  o f  S im pson 's  th r e e  sarabands  from 
t h i s  same s u i t e  are  a l s o  r e l a t e d .  The f i r s t  two b eg in  w ith  
a s lo w  d escen d in g  l i n e  from ' t o  f.' w h i l e  the  t h i r d  
saraband b e g i n s  w ith  a d escen d in g  l i n e  th a t  ca d en ces  on c,. 
Example 29 shows the f i r s t  s t r a i n s  o f  th e  th ree  sa ra b a n d s .
<a>
Cb>
Example 2 f .  Simpson, S u i t e  in  D minor,  (a) Saraband  
17, mm. 1-8;  <b> Saraband 2 0 ,  mm. 1 -8 ;  and <c) 
Saraband 23 ,  mm. 1 - 8 .
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
The opening bars  o-f the  two sarabands in the  Hudson 
s u i t e  are  a l s o  r e l a t e d .  In the  - f i r s t  saraband, the  v i o l i n  
b e g in s  w ith  a downward leap o-f a - f i f t h ,  -followed by an 
ascen d in g  s t e p w i s e  p r o g r es s io n  to  the  end o-f the  phrase  in  
m. 4.  In the  second saraband, the  l y r a  v i o l  b e g in s  w ith  an 
o c ta v e  l e a p ,  -followed by the same s t e p w i s e  motion upward w i th  
the  same p i t c h e s .  The m ater ia l  a l t e r n a t e s  between the  two 
in s tru m en ts  u n t i l  the  end o-f the  p h ra se .  Example 30 shows









Example 3 0 .  Hudson, (a) Saraband 5 in G minor,
MS Uu, mm. 1-4 and <b> Saraband 6 in 8 minor,
MS Uu, mm. 1-4 .
The c a d e n c es  o-f th re e  o-f th e  p i e c e s  in the  Hudson 
s u i t e  a l s o  show some r e l a t e d  m a t e r i a l .  At the end of the  
pavan-alman, t h e r e  i s  a f i v e -m e a s u r e  d r iv e  toward the
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caden ce .  Elements  o f  t h i s  m ater ia l  can be -found in the  
alman. In th e  f i r s t  courant the  m ot ive  i s  r e p ea t ed  w ith  
some rhythmic changes .  Example 31 shows th e  f i n a l  measures  
in c l u d i n g  the  cadences  th em se lves  from the Hudson S u i t e  in  
G minor,  w i th  to  i n d i c a t e  th e  a r ea s  th a t  a re  r e l a t e d .
► - --------- 4




f t  I *  S 9 *
Example 3 1 .  Hudson, S u i t e  in  G minor, MS Uu, (a)
Pavan-Alman, mm. 26—30; (b) Alman, mm. 16-18;  and 
<c) Courant 1, mm. 11-14 .
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Some m o t i v i c  r e l a t i o n s h i p s  c a n  b e  - found -from s u i t e  t o  
s u i t e .  E x a m p l e  3 2  s h o w s  t h e  o p e n i n g  m e a s u r e s  o f  t h r e e  p a v a n s  
by  J e n k i n s  w h i c h  s h a r e  v e r y  s i m i l a r  m o t i v e s .  T h e  p a v a n s  a r e  
f r o m  t h e  f o l l o w i n g  s u i t e s :  S u i t e  i n  G m i n o r ,  MS DRc;  S u i t e




E x a m p l e  3 2 .  J e n k i n s ,  <a> P a v a n  i n  G m i n o r ,  DRC;
( b )  P a v a n  i n  G m a j o r ,  DRc;  a n d  <c) P a v a n  
i n  G m a j o r ,  MS 0 B2 .
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r.1 r'< r..T.p * S3 O'* — QpS-ni r^ .-‘5H
al  : n g  w i t h  r e l a t e d  t e x t u r e  r e c u r  i n  t h e  a l m a n s  a n d  a y r e s  b y
- E _ *h E"; .np 1 e s 22  a nd  34  shew r . r t i we= i n  2 m a j o r  s.r.d 
2 T . i n e r ,  ?.nd e a c h  p a i r  c-f p i e c e s  c c me s  -fr;ni di -?- fe~er . t  
s u i t e s  c-f t h e  s a m e  m a n u s c r i p t .
(a)
( b )
E x a m p l e  3 3 .  J e n k i n s ,  <a> A y r e  3 i n  3 m a j o r  ar.d 
(b> Alman 2 i n  G m i n o r ,  MS 0B2,  mm. 1 - 3 .
E x a m p l e  3 4 .  J e n k i n s ,  <a> Al man  5  i n  G m i n o r  a n d  
<b) A y r e  12 i n  G m a j o r ,  MS DRc,  mm. 1 - 2 .
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T h e  m e l o d i c  m o t i v e s  in t h e s e  p i e c e s  a r e  u s u a l l y  b r i e f ,  
v j i  th s t e p w i s e ,  t u r n i n g ,  o r  r e p e a t e d  n e t s  - f i g u r e s  o-f a b o u t  
one  m e a s u r e  i n  l e n g t h .  - 'Tvc e x c e p t i o n s  w e r e  s e e n  i n  E x a m p l e s  
2 i  a n d  2 7 . )  T h e  m o t i v e s  a r e  f r e q u e n t l y  i m i t a t e d  b u t  a l w a y s  
w i t h i n  a  g e n e r a l l y  h o m c p h o n i c  t e x t u r e .  O c c a s i o n a l l y  t h e  
m o t i v e s  a p p e a r  ir.  s e q u e n c e .  Seme r e l  a t i o n s h i p s  among t h e  
m o t i v e s  w i t h i n  a f ew o f  t h e  s u i t e s  h a v e  bee*  f o u n d ,  and  
some o£ t h e  m o t i v e s  a p p e a r  i n  m o r e  t h a n  cr .e  s u i t e .
Ws - n . r n j c  E l e m e n t s
I n s t r u m e n t a l  m u s i c  w r i t t e n  i n  E n g l a n d  d u r i n g  t h e  f i r s t  
h a l f  c f  t h e  s e v e n  t e e n  t h  c e n t u r y  c o n t a i n s  t r a d i t i o n a l  moda l  
e l e m e n t s  a l o n g  w i t h  h a r m o n i c  p r o g r e s s i o n s  w h i c h  s u g g e s t  t h e  
e m e r g i n g  c o n c e p t  o f  t o n a l i t y .  I n  t h e  p i e c s s  w h i c h  r e v o l v e  
a r o u n d  a  m i n o r  t o n a l i t y ,  t h e  t o n a l  o r  modal  c e n t e r  v a c i l ­
l a t e s  b e t w e e n  t h e  m i n o r  k e y  a n d  i t s  r e l a t i v e  m a j o r .  I n  t h e s e  
u n s t a b l e  a r e a s ,  c h r c m a t i c  a l t e r a t i o n s  i n  c l o s e  p r o x i m i t y  
o c c u r  f r e q u e n t l y .  I n  E x a m p l e  3 S ,  an  Alman i n  S m i n o r  by  
H u d s o n ,  t h e  v a c i l l a t i n g  t o n a l i t y  m o v e s  f r o m  G m i n o r  t o  
F m a j o r  w i t h i n  t h r e e  m e a s u r e s ,  r e s u l t i n g  i n  an a r e a  w h i c h
mm. 4—<5.
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c o n t a i n s  c r o s s  r e l a t i o n s  a n d  c h r o m a t i c  i n f l e c t i o n s .
O t h e r  e x a m p l e s  o f  c h r o m a t i c  a l t e r a t i o n s  can  b e  s e e n  i n  
E x a m p l e s  2 - ,  p .  106;  2 5 ,  p .  107;  a n d  i n  A p p e n d i x  2 ,
E x a m p l e s  2 ,  m.  14,  and  3 ,  mm. 3  a n d  2 7 .
T h e  p i e c e s  i n  t h e s e  s u i t e s  a r e  g r o u p e d  t o g e t h e r  by  
k e y ,  and  m o s t  o f  t h e  p i e c e s  b e g i n  a n d  e n d  i n  t h e  same k e y .
Two s e v e n  t e e n t h - c e n t u r y  w r i t e r s  comment  on t h e  r e l a t i o n s h i p  
b e t w e e n  t h e  o p e n i n g  o f  a p i e c e  a n d  i t s  f i n a l  c a d e n c e .
P I a y f o r d  s t a t e s  t h a t  e a r l y  i n  t h e  a y r e  t h e  k e y  s h o u l d  be  
known,  a n d  t h e  p i e c e  s h o u l d  e n d  i n  t h a t  k e y . 4 S i mp s o n  
s t a t e s  t h a t  " E v e r y  c o m p o s i t i o n  i n  m u s i c  . . .  i s  d e s i g n e d  
t o  o n e  k e y  o r  t o n e  i n  wh i c h  t h e  b a s s  d o t h  a l w a y s  c o n c l u d e . " 5
S u r p r i s i n g l y ,  i t  i s  o n l y  i n  t h e  m u s i c  o f  S i mp s o n  t h a t  
e x c e p t i o n s  t o  t h e  " o n e  k e y  o r  t o n e "  r u l e  o c c u r .  I n  h i s  s u i t e  
i n  D m i n o r ,  a l l  o f  t h e  a l m a n s  a n d  o n e  o f  t h e  a y r e s  c l e a r l y  
b e g i n  i n  D m i n o r ,  m o d u l a t e  t o  A m i n o r  o r  F m a j o r  f o r  t h e  i n ­
t e r i o r  c a d e n c e ,  a n d  i n  t h e  s e c o n d  s t r a i n  r e t u r n  t o  D m i n o r  
f o r  t h e  f i n a l  c a d e n c e .  A l l  t h r e e  o f  t h e  s a r a b a n d s  a n d  o n e  
a y r e ,  h o w e v e r ,  b e g i n  s o l i d l y  i n  F m a j o r  w i t h  t h e  i n t e r i o r  
c a d e n c e  on F .  T h e  s e c o n d  s t r a i n  b e g i n s  i n  F o r  C m a j o r  a n d  
t h e n  r e m a i n s  t h e r e  u n t i l  j u s t  b e f o r e  t h e  f i n a l  c a d e n c e  when 
i t  m o v e s  t o  D m i n o r  f o r  t h e  c l o s e .  In  Ex a mp l e  36  b e l o w ,  
t h e  f i r s t  a p p e a r a n c e  o f  t h e  k e y  o f  D m i n o r  o c c u r s  i n  m. 14,  
f o u r  m e a s u r e s  b e f o r e  t h e  f i n a l  c a d e n c e .
4P 1 a y f o r d ,  An I n t r o d u c t i o n . 3 : 3 1 - 3 2 .
5S i m p s o n ,  T h e  D i v i s i o n  V i o l . 2 : 1 6 .
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E x a m p l e  2 6 .  S i m p s o n ,  S a r a b a n d  2 9  i n  D m i n o r ,  MS 0 5 3 .
I n  a l l  o-f t h e s e  p i e c e s ,  t h e  m o d u l a t i o n s  t h a t  o c c u r  
w i t h i n  t h e  s t r a i n s  a r e  t o  c l o s e l y  r e l a t e d  k e y s .  T h e r e  a r e  
s e me  s t r a i n s  w h i c h  d o  n o t  m o d u l a t e  a t  a l l .  I n s t e a d ,  t h e y  
r e m a i n  i n  t h e  o r i g i n a l  k e y  a n d  c a d e n c e  e i t h e r  i n  t h e  k e y  
o r  w i t h  a  haT-f c a d e n c e  on t h e  d o m i n a n t .  T h e  f i r s t  t wo  
s a r a b a n d s  i n  E x a m p l e  2 9  a n d  t h a t  o f  E x a m p l e  2 6  a b o v e  s how 
c o m p l e t e  s t r a i n s  i n  o n e  k e y .  A f ew o f  t h e  p i e c e s  f r o m
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MS 0B4 a l s o  d o  n o t  m o d u l a t e .  E x a m p l e  3 7  s h o w s  a  C o r a n t o  i n  
C m a j o r  -from t h e  l a s t  named m a n u s c r i p t  w h i c h  r e m a i n s  i n  t h e  
o r i g i n a l  k e y  w i t h  an i n t e r i o r  h a l f  c a d e n c e  on t h e  d o m i n a n t .
E x a m p l e  3 7 .  A n o n . ,  C o r a n t o  14 i n  C m a j o r ,  MS QB4.
I n  t h e  d i s c u s s i o n  o f  t h e  c o n t i n u o  i n s t r u m e n t s  i n  
C h a p t e r  I I I ,  a t t e n t i o n  w a s  d r aw n  t o  t h e  f a c t  t h a t  i n  t h e s e  
s u i t e s  t h e  b a s s  l i n e  s o m e t i m e s  c o n t a i n s  m a t e r i a l  w h i c h  i s  
r e l a t e d  t o  t h e  o t h e r  v o i c e s  o f  t h e  e n s e m b l e  w h e r e a s  s o m e t i m e s
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i t  c o n t a i n s  m a t e r i a l  w h i c h  i s  a s s o c i a t e d  w i t h  t h e  s u p p o r t i n g  
r o l e  o f  t h e  t h o r o u g h - b a s s .  T h e  S u i t e  i n  G m a j o r  by  G e o r g e  
L o o s e m o r e  i l l u s t r a t e s  t h e  t e n d e n c y  t o w a r d  t h e  m o d e r n  t h o r o u g h ­
b a s s  s t y l e .  W h i l e  some i m i t a t i o n  o c c u r s  among a l l  o f  t h e  
v o i c e s ,  t h e  u p p e r  t wo  v o i c e s  m o s t  f r e q u e n t l y  i n t e r a c t  w i t h  
e a c h  o t h e r ,  w h i l e  t h e  b a s s  p r o v i d e s  t h e  s u p p o r t i n g  h a r m o n i c  
T i n e .  E x a m p l e  3 8  s h o ws  a n  e x c e r p t  t h a t  i s  t y p i c a l  o f  t h e  
d i s t r i b u t i o n  o f  m a t e r i a l  i n  t h i s  s u i t e ,  w i t h  t h e  b a s s  c l e a r l y  
f u n c t i o n i n g  i n  t h e  h a r m o n i c  r o l e .
E x a m p l e  3 8 .  L o o s e m o r e ,  A y r e  i n  G m a j o r ,  MS 8 c ,  
n o .  2 1 ,  mm. 1 7 - 2 4 .
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T h e  m u s i c a l  e l e m e n t s  o f  r h y t h m ,  m e l o d y ,  a n d  h a r m o n y  
u l t i m a t e l y  i n f l u e n c e  t h e  t e x t u r e  o f  m u s i c .  T h e s e  e l e m e n t s ,  
a l o n g  w i t h  i n s t r u m e n t a t i o n  a n d  i t s  r e s u l t i n g  t i m b r e ,  p r o v i d e  
t h e  f o c a l  p o i n t s  i n  t h e  c o n s i d e r a t i o n  o f  t e x t u r e .
Two t e c h n i q u e s  w h i c h  a r e  b o t h  r h y t h m i c  a n d  me’ c d i c
a m p l e  3 ?  b e l o w ,  t h e  u s e  o f  t h e  h o c k e t  f i g u r e s
E x a m p l e  3 9 .  J e n k i n s ,  A y r e  13 i n  D m i n o r ,  MS DR c , 
mm. 1 4 - 1 7 .
T h e  m o t i v e s  a n d  t h e  way  t h e y  a r e  e m p l o y e d  i n f l u e n c e  
t h e  t e x t u r e  o f  t h e  m u s i c . '  T h e  i m i t a t i o n  c f  l o n g e r  m o t i v e s  
r e s u l t s  i n  a  p o l y p h o n i c  t e x t u r e .  I n  c o n t r a s t ,  t h e  i m i t a t i o n  
o f  s h o r t  m o t i v e s  c r e a t e s  a  d e n s e  s o u n d  i n  w h i c h  a  h o m o p h o n i c  
t e x t u r e  p r e d o m i n a t e s .
A r e l a t i o n s h i p  e x i s t s  b e t w e e n  t h e  t y p e s  o f  p i e c e s  a n d  
t h e  t e x t u r e s ,  a s  w e l l .  L o n g e r  m o t i v e s  w i t h  a  p o l y p h o n i c
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t e x t u r e  o c c u r  i n  p a v a n s  a n d  a -few a I ma ns  i l l u s t r a t e d  in 
t h e  - f o l l o w i n g  e x a m p l e s :  E x a m p l e s  2 6 ,  p .  108;  2 7 ,  p .  110; 
a n d  i n  A p p e n d i x  2 ,  E x a m p l e s  1, 2 ,  , 8 ,  a n d  12.  S h o r t e r
m o t i v e s  w h i c h  a r e  i m i t a t e d  w i t h i n  t h e  h o m o p h o n i c  t e x t u r e  
c a n  b e  s e e n  i n  a l m a n s ,  a y r e s ,  and  c o r a n t c s .  o-f t h e  
■ f o l l o w i n g  e x a m p l e s :  E x a m p l e s  !9 ,  p .  191;  2 9 ,  p .  102;
2 1 ,  p .  183 ;  2 3 ,  p .  105 ;  2 4 ,  p .  195 a n d  i n  A p p e n d i x  2 ,  
E x a m p l e s  3 ,  5 ,  9 ,  a n d  19 .  T h e  s a r a b a n d s  a r e  a l s o  homo-  
p h o n i c ,  b u t  w i t h  l e s s  m o t i v i c  i m i t a t i o n ,  a s  c a n  b e  s e e n  
i n  E x a m p l e s  2 9 ,  p .  113 ;  3 0 ,  p .  114;  3 6 ,  p .  123;  4 7 ,  p .  135;  
and  A p p e n d i x  2 ,  E x a m p l e  4 .
In  m o s t  o-f t h e s e  p i e c e s ,  t h e  t e x t u r e s  c h a n g e  w i t h i n  
t h e  p i e c e s .  F r e q u e n t l y  t h e  " f a n f a r e "  m o t i v e  a p p e a r s  in a 
h o m o p h o n i c  t e x t u r e  w h i c h  f o l l o w s  an  a r e a  o f  i m i t a t i o n .  T h i s  
m o t i v e ,  w i t h  i t s  c o n t r a s t i n g  t e x t u r e ,  u s u a l l y  p r e c e d e s  a 
c a d e n c e .  E x a m p l e s  o f  t h i s  a b r u p t  c h a n g e  i n  t e x t u r e  c a n  be  
s e e n . i n  E x a m p l e s  2 3 ,  p .  185 <m. 2 8 ) ;  4 8 ,  p .  138 <m. 5 0 ) ,  a n d  
i n  A p p e n d i x  2 ,  E x a m p l e  2 ,  (mm. 3 7 - 4 2 ) .
A n o t h e r  a s p e c t  o f  m e l o d y  w h i c h  a f f e c t s  t h e  t e x t u r e  i s  
t h e  a d d i t i o n  o f  d i v i s i o n s .  D i v i s i o n s  p r o v i d e  b o t h  a  l i n e a r  
d e s i g n  a n d  a  d e n s e r  q u a l i t y  t o  t h e  h o m o p h o n i c  t e x t u r e .  
D i v i s i o n s  w e r e  b o t h  i m p r o v i s e d  a n d  w r i t t e n  o u t ,  a n d  t h e  
p r a c t i c e  d a t e s  f r o m  t h e  s i x t e e n t h  c e n t u r y  r e p e r t o i r e  f o u n d  
i n  I t a l y . ®  D i v i s i o n s  c a n  b e  f o u n d  i n  E n g l i s h  m u s i c  t h a t
®Howard Mayer  Br o wn ,  E m b e l l i s h i n g  S i x t e e n t h  C e n t u r y  
M u s i c . E a r l y  M u s i c  S e r i e s ,  n o .  1, J o h n  M. T h o m s o n ,  e d . ,  
( L o n d o n :  O x f o r d  U n i v e r s i t y  P r e s s ,  1 9 7 6 ) ,  p p .  x - x i .
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d a t e s  -from t h e  l a t e  s i x t e e n t h  a n d  e a r l y  s e v e n t e e n t h  
c e n t u r i e s ;  f e x a m p l e ,  Mor 1 e y " s  g j r s t  Berk  o» C o n s o r t  
L e a s e -1 = . r e n t s i n s  many e x a m p l e s  o-f d i v i s i o n s  -for t r e t ' s  
v i  cl  , f  1 u t e ,  b a s s  v i o l  , and  -for l u t e .  T h e  t r e a t i s e  Pu T e s  
p.-,,, Borneo s e  by G i o v a n n i  Coper  a r i o  c o n t a i n s  a. s e c t i o n  o f  
d i v i s i o n s  f o r  a l l  v o i c e s  c f  an e n s e m b l e  i n  a l t e r n a t i o n . 7
Cne o-f t h e  s s - ’ i e s t  e x a m p l e s  o f  d i v i s i o n s  f c ^  t h e  
v i o l a  da gamba  a p p e a r s  i.n a c o l l e c t i o n  of  s o l e  m u s i c  f o r  
b o t h  t h e  b a s s  v i o l  a n d  t h e  l y r a  v i o l ,  b y  T c b i a s  Hume:
~ : r  s t  ° a r t  o* A v r e s  ( 1 6 9 5 ) . 5 In  t h e  p r e f a c e ,  • Hume s t a t e s  
t h a t  h e  i s  u n i t i n g  t h e  t r i n i t y  o f  m u s i c ,  " P a r t s ,  P a s s i o n ,  
a n d  D i v i s i o n "  t o  t h e  "Gambo V i o l ! . " 9 On l y  o n e  p i e c e  i n  
t h i s  c o l l e c t i o n  c o n t a i n s  d i v i s i o n s ,  a n d  i t  i s  w r i t t e n  i n  
r e g u l a r  n o t a t i o n .  A p u b l i c a t i o n  o f  1612 by  W i l l i a m  C c r k i n e ,  
T h e  S e c o n d  Book o f  A v r e s . m  i n c l u d e s  s e v e r a l  p i e c e s  w i t h  
d i v i s i o n s  w r i t t e n  i n  t a b l a t u r e  f o r  t h e  l y r a  v- iol  .
D i f f e r e n t  k i n d s  o f  d i v i s i o n s  c a n  b e  f o u n d  i n  t h e  l y r a  
v i o l  c o n s o r t s .  In  MS 0 B 4 ,  b o t h  t h e  l u t e  a n d  t h e  l y r a  v i o l  
f r e q u e n t l y  p l a y  d i v i s i o n s  w h i c h  h a v e  b e e n  w r i t t e n  i n t o  t h e
7 G i o v a n n i  C o p e r a r i o ,  R u l e s  How t o  C o m p o s e , ( c .  1612:  
f a c s i m i l e  e d .  o f  m a n u s c r i p t ,  e d i t e d  b y  M a n f r e d  F.  B u k o f z e r ,  
Los  A n g e l e s :  E r n e s t  E.  G o t t l e i b ,  1 9 5 2 ) .
S T o b i a s  Hume,  F i r s t  P a r t  o f  A v r e s . ( L o n d o n :  J o h n
W i n d e t ,  1 6 0 5 ;  r e p r i n t  e d . , e d i t e d  b y  F r a n k  T r a f i c a n t e ,  
L o n d o n :  S c c l a r  P r e s s  L i m i t e d ,  1 9 7 7 ) .
9 I b i d . , P r e f a c e .
i ° W i l l i a m  C o r k i n e ,  T h e  Se c o n d  BooKe o f  A v r e s  
( L o n d o n :  W. B a r l e y ,  1612;  r e p r i n t  e d . ,  e d i t e d  b y  D a v i d  
G r e e r ,  L o n d o n :  S c a l a r  P r e s s  L i m i t e d ,  1 9 7 7 ) .
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d a t e s  -from t h e  l a t e  s i x t e e n t h  a n d  e a r l y  s e v e n t e e n t h  
o e - t u r i e s ;  f o r  e x a m p l e ,  Mori  a y ' s  c i r 5 t  Bock o-s C o n s o r t  
' . a?  =■■:-' s c e r t a i n s  many e x a m p l e s  o f  d i v i s i o n s  -for t r e b ' e  
v i o l ,  f l u t e ,  b a s s  v i e !  , and -for l u t e .  T h e  t r e a t i s e  Pu 1 e s  
t o  Compose  by  G i o v a n n i  C o p e r a r i o  c o n t a i n s  a s e c t i o n  o-f 
d i v i s i o n s  -for a l l  v o i c e s  c-f an e n s e m b l e  i n  a l t e r n a t i o n . 7 \
Cos  or  t h e  e a m’ i e s t  e x a m p l e s  o-f d i ' . ’i s i e n s  f o r  t h e  
v i o l a  da gamp a a p p e a r s  i n  a c o l l e c t i o n  o f  s o l o  m u s i c  f o r  
b o t h  t h e  b a s s  v i o l  a n d  t h e  l y r a  v i o l ,  by  T o b i a s  Hume:
F i r s t  p a r t  o-6 A y r e s  ( 1 4 9 5 ) . ®  In  t h e  p r e f a c e ,  • Hume s t a t e s  
t h a t  h e  i s  u n i t i n g  t h e  t r i n i t y  o f  m u s i c ,  " P a r t s ,  P a s s i o n ,  
a n d  D i v i s i o n "  t o  t h e  "Gambo V i o l ! . " 9 On l y  o n e  p i e c e  i n  
t h i s  c o l l e c t i o n  c o n t a i n s  d i v i s i o n s ,  a n d  i t  i s  w r i t t e n  i n  
r e g u l a r  n o t a t i o n .  A p u b l i c a t i o n  o f  1412 b y  W i l l i a m  C c r k i n e ,
T h e  S e c o n d  Book o f  A y r e s . i n c l u d e s  s e v e r a l  p i e c e s  w i t h  
d i v i s i o n s  w r i t t e n  i n  t a b l a t u r e  f o r  t h e  l y r a  v-io! . j
D i f f e r e n t  k i n d s  o f  d i v i s i o n s  c a n  b e  f o u n d  i n  t h e  l y r a  )
!•
v i o l  c o n s o r t s .  I n  MS 0B4,  b o t h  t h e  l u t e  a n d  t h e  l y r a  v i o l  £
f r e q u e n t l y  p l a y  d i v i s i o n s  w h i c h  h a v e  b e e n  w r i t t e n  i n t o  t h e  f
*t
!
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7G i o v a n n i  C o p e r a r i o ,  R u l e s  How t o  C o m p o s e , ( c .  1 410 :  £
f a c s i m i l e  e d .  o f  m a n u s c r i p t ,  e d i t e d  by  M a n f r e d  F.  S u k o f z e r ,  j
L o s  A n g e l e s :  E r n e s t  E.  G o t t l e i b ,  1 9 5 2 ) .  :
^ T o b i a s  Hume,  F i r s t  P a r t  o f  A y r e s . ( L o n d o n :  J o h n  f
W i n d e t ,  1405 j  r e p r i n t  e d . ,  e d i t e d  b y  F r a n k  T r a f i c a n t e ,  [
L o n d o n :  S c o l a r  P r e s s  L i m i t e d ,  1 9 7 7 ) .
J
® I b i d . , P r e f a c e .  £
i
10W i l l i a m  C o r k i n e ,  Th e  S e c o n d  BooKe o f  A v r e s  *
( L o n d o n :  W. B a r l e y ,  1412 ;  r e p r i n t  e d . ,  e d i t e d  by  D a v i d  j:
G r e e r ,  L o n d o n :  S c o l a r  P r e s s  L i m i t e d ,  1 9 7 7 ) .  's
it
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p a r t s .  In o n ly  one p i e c e ,  Alman 5 ,  has a s e p a r a t e  s e t  o-f 
d i v i s i o n s  been w r i t t e n  -for the rep eat  o-f the  s t r a i n .  
F req u ent ly  d esca n t  d i v i s i o n s  are used. These ,  according  
Simpson "maKe a d i f - f e r en t -c o n c o rd in g -p a r t  unto the ground 
An example o-f one s t r a i n  in which the ly r a  v i o l  p la y s  a 1 




Example 4 0 .  Anon.,  Saraband 19 in C major,  MS 0B4,  
mm. 7 - 1 6 .
The Saraband in 6 major by George Loosemore i s  a 
tw o - s t r a i n  ground with d i v i s i o n s  -for each s t r a i n  in both  
the  v i o l i n  and l y r a  v i o l  p a r t s .  Changes in the  bass  l i n e  
a r e  minim al .  Example 41 shows the  - f i r s t  s t r a i n  with two 
a d d i t io n a l  v e r s i o n s  o-f t h i s  s t r a i n .  The v i o l i n  p la y s  the  
d i v i s i o n s  f i r s t ,  f o l l o w e d  by ihe  ly ra  v i o l .
11Simpson, The D iv i s io n  V i o l . 3 : 3 5 .





Example 4 1 .  Loosemore, Saraband in  G major,  MSS Be,  
no.  2 4 ,  Ca) mm. 1 -8 ,  <b) mm. 9 -1 6 ,  and 
<c> mm. 2 5 - 3 3 .
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission
The use o f  d i v i s i o n s  i s an important a sp ec t  in 
the music by Jenkins  found in MS 05 3 .  Seven o f  the  
- i f t s e n  p i e c e s  in t h i s  manuscript  conta in  w r i t t e n - o u t  
d i v i s i o n s  p layed by both the t r e b ’ e i-strums." t and the 
b a ss  v i e !  when th e  s t r a i n  i s  r e p e a t e d -  The ' y -a  v; *T 
and the  h a rp s ich crd  p a r t s  c o n ta in  nc new n a t r " :  s ’ for  
t ue r e p ea t ed  s t r a i n s .  According to  Andrew Ashbee sons  
■of th e  p i e c e s  in t h i s  c e l l  a c t io n  appear with, d i f f e r e n t  
in s t r u m e n ta t io n  in s ix  other  m a n u s c r i p t s . 12 The ensemble  
found in t h e s e  m anuscr ipts  i s  " t r e b l e , "  b a s s ,  and organ.  
Ashbee c o n j e c t u r e s  that  Jenkins  probab ly  was r e s p o n s i b l e  
fo r  th e  a d d i t io n  o f  the ly ra  v i o l  t o  the p i e c e s  in MS 
333,  because  h i s  handwrit ing  appears  a t  the end o f  t h i s  
m a n u scr ip t .  The reasons  for  the  a d d i t io n  o f  the  l y r a  
v i o l  may have been r e l a t e d  to  the  change in  the  keyboard 
in s t r u m e n ts .  The harps ichord  in t h e  ensemble o f  MS CB3 may 
have needed the  a d d i t io n a l  s u s t a i n i n g  power of  the  ly r a  
v i o l ,  w h i l e  th e  organ,  which was used  in the  ensembles  of 
the  o th er  m a n u s c r ip t s ,  was s u f f i c i e n t  w ithout  i t . 1® The 
c o n v e r s e  i s  a l s o  p o s s i b l e .  The a d d i t i o n  o f  th e  l y r a  v i o l  
may have c r e a t e d  a t e x t u r e  th a t  was too t h i c k ,  and the  
h a r p s ic h o r d  p rov ided  a b e t t e r  b a la n ce  than the  organ.  
Example 42 shows the f i r s t  fou r  b a r s  o f  Ayre 2 ,  s u b t i t l e d
12Andrew Ashbee,  "Music for  T r e b l e ,  Bass  and Organ 
by John J e n k in s ,"  pp. 3 3 -3 9 .  In t h i s  a r t i c l e  Ashbee l i s t s  
the  concordant  s o u r c e s  for  the music  from t h i s  m anuscr ipt .
* 3 I b i d . , p. 40 .
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•The P l e a s i n g  Slumber," -from MS 0B3. In t h i s  i l l u s t r a t i o n ,  
th e  f i r s t  -four bars  o f  the  f i r s t  s t r a i n  are  f o l l o w e d  by th e  
d i v i s i o n s  in  the  t r e b l e  and b a ss  p a r t s  f o r  the  same bars .
Example 42 .  J e n k in s ,  Ayre 8 in D minor,  "The
P l e a s i n g  Slumber," MS 0B3, mm. 1-4 with  
d i v i s i o n s .
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
In th e  above example the  d i v i d i n g  p a r ts  move in 
s i m i l a r  rhythmic p a t t e r n s .  In some o-f the p i e c e s ,  the  
d i v i d i n g  p a r t s  a l t e r n a t e :  one part  moves in p a t t e r n s  o-f
e i g h t h  n o t e s  -for a measure or part  of  a measure,  w h i l e  the  
o th er  moves in p a t t e r n s  o f  s i x t e e n t h  n o t e s ;  then they  
ex ch a n g e .  In t h e s e  p i e c e s  the  two l i n e s  of  d i v i s i o n s  c r e a t e  
a q u a s i - p o l y p h o n i c  t e x t u r e .  Example 6 in Appendix 2 shows 
th e  com p le te  Alman 5 in D minor from MS 0B3, which i l l u s ­
t r a t e s  a r e a s  o f  a l t e r n a t i n g  and i m i t a t i n g  d i v i s i o n s .
An i n t e r e s t i n g  example o f  a unique ins trum entat ion  and 
t e x t u r e  comes from the 1607 p u b l i c a t i o n  P o e t i c a l !  Musicke 
by T o b ia s  Hume. The p i e c e  e n t i t l e d  "The Pashion of  Musicke* 
i s  w r i t t e n  fo r  t r e b l e  v i o l ,  two l y r a  v i o l s ,  and b a s s  v i o l .  
The t r e b l e  l i n e  and one ly r a  v i o l  l i n e  share shor t  m o t iv es  
in  i m i t a t i o n ,  and o c ca s io n a l  1 y -the ly r a  v i o l  p la y s  descant  
d i v i s i o n s  upon m ater ia l  which i s  concordant with the  t r e b l e  
l i n e .  The o th er  ly r a  v i o l  i s  more c l o s e l y  r e l a t e d  to  the  
b a s s  v i o l ,  and a c t s  in a manner s i m i l a r  to the harmonic 
c o n t i n u o  in s tru m en ts  found l a t e r  in  the  cen tury .  The b a ss  
v i o l  d o u b le s  th e  bottom l i n e  o f  t h i s  l y r a  v i o l  p a r t .  T h i s  
p i e c e  was w r i t t e n  b e fo r e  1607, a d a t e  to o  e a r l y  to  a n t i c i ­
p a t e  th e  thorough bass  s t y l e  in England. The measures  
shown in  Example 4 3 ,  however,  d e f i n i t e l y  i l l u s t r a t e  a 
d i s t r i b u t i o n  o f  p a r t s  which resem b le  t h i s  s t y l e .
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Example 4 3 .  Tobias  Hume, “The Pashion o-f MusicKe,“
■from P o e t i c a l  1 Musicke < 1607) ,  mm. 1-5 .
A sp e c t s  o-f t e x t u r e  r e l a t e d  to  harmonic e lem en ts  in c lu d e  
th e  chordal and p o lyp h on ic  s t y l e s  th a t  a r e  p o s s i b l e  on the  
l y r a  v i o l .  The r e l a t i o n s h i p  o-f the  l y r a  v i o l  t o  the  l u t e  was 
d i s c u s s e d . i n  Chapter I I I .  They both u s e  the  French l u t e  t a b l a — 
t u r e ,  and both p l a y  in a chordal and q u a s i - p o ly p h o n ic  s t y l e .
In the  examples  shown thus  f a r ,  the  l y r a  v i o l  p l a y s  freq u en t  
c h o r d s ,  which accompany a moving l i n e  r e l a t e d  to  the  t r e b l e  
(Example 19, p .  101; Example 2 0 ,  p .  102) or to  the  b a s s
(Example 2 5 ,  p .  107; Example 26 ,  p .  108; Example 2 9 ,  p .  113) .
O c c a s i o n a l l y  the t r a n s c r i p t i o n s  o-f the  l y r a  v i o l  
t a b l a t u r e  resem ble  the broken s t y l e  o f  - f igures  a s s o c i a t e d  
w ith  th e  s t v l e  b r i s e  o f  l u t e  m u s ic .  Example 44 shows a
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s i n g l e  l i n e  which d o u b le s  the b ass  l i n e  and a l s o  p r o v id e s  
an accompanimental - f igure .  In Example 43 the  ly r a  v i o l  l i n e  
i s  broken i n t o  two v o i c e s  which move in al t e r n a t i n g  - f ig u res ,  
th e  lower o-f which moves in t e n t h s  w ith  th e  b a s s .  In m. 3 
th e  v o i c e s  j o i n  to  -form a 4 - 3  s u s p e n s io n .
Example 4 4 .  A non . ,  Alman 1 in  A m in or ,  MS 0B4, 
mm. 7 - 9 .
Example 4 3 .  J e n k in s ,  Alman 3 in G minor,  MS 082,  
mm. 3 - 5 .
S u sp en s ion s  were  observed in Examples 23 ,  p .  105 
Cm. 17);  2 4 ,  p .  106 <m. 3 0 ) ;  and above in Example 45 <m. 5 ) .  
While  the use  o-f both 4 -3  and 7 -8  s u s p e n s i o n s  i s  hardly
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
remarkable  at t h i s  t im e ,  i t  i s  s i g n i f i c a n t  th a t  in the l y r a  
v i o l  c o n s o r t s ,  both the  suspended m elod ic  l i n e  and the sup­
p o r t i n g  harmony o f t e n  occur in the  ly r a  v i o l  p a r t .  T h is  i s  
one c ir c u m st a n c e  in which the  q u a s i - p o ly p h o n ic  p o s s i b i l i t i e s  
o f  the  l y r a  v i o l  are  im p ortan t .  The su s p e n s io n  may not be 
im m ediate ly  apparent  upon rea d in g  th e  t a b l a t u r e  or i t  may 
appear to be unprepared when th e  t a b l a t u r e  i s  t r a n s c r ib e d  
l i t e r a l l y .  Example 44a shows t h r e e  measure from Coranto 11 
in G major by Simpson which c o n t a i n s  a 4 - 3  su sp en s io n  in the  
l y r a  v i o l  p a r t .  Example 46b shows measure 17 in t a b l a t u r e ,  
46c th e  l i t e r a l  t r a n s c r i p t i o n ,  and 44d a t r a n s c r i p t i o n  
which g i v e s  a t t e n t i o n  to  th e  p o lyp hon ic  l i n e s  and v o i c e  
l e a d i n g  which a r e  i m p l i e d .  The l a s t  t r a n s c r i p t i o n  c l a r i f i e s  
the two l i n e s  a s  they  move from th e  p r e p a r a t io n  o f  the  
s u s p e n s i o n ,  through th e  s u s p e n s io n  to th e  r e s o l u t i o n .
% r  *
<b> <c> <d>
Example 4 4 ( a )  . Simpson, Coranto 11 in  G major,  MS 0B5, 
mm. 16-18 .  (b) m. 17 in  t a b l a t u r e ,  (c )  m. 17 in 
l i t e r a l  t r a n s c r i p t i o n ,  and <d) m. 17 in t r a n s ­
c r i p t i o n  showing v o i c e  l e a d in g  and im p l ied  p o l y ­
p h on ic  l i n e s .
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One o-f the most important e lem ents  a f f e c t i n g  the  
t e x t u r e  of the  ly r a  co n so r t  i s  the r o l e  of  the  ly r a  v i o l  
i t s e l f  in the  ensemble .  Because i t  can produce m u l t i p l e  
s t o p s  or imply po lyphonic  l i n e s ,  i t  p r o v id e s  a th ick  inner  
t e x t u r e  th a t  adds c o n t i n u i t y  to  the ensem ble .  S in c e  i t  a l s o  
has a w ide  range and can move e a s i l y  w i t h i n  th e  range, i t  can 
p la y  l i n e s  which r e l a t e  to  e i t h e r  the the  t r e b l e  or th e  b a s s .
The u se  o f  chords i s  p a r t i c u l a r l y  apparent in the  
two e x c e r p t s  from the  Alman in D by Simpson, Examples 1? and 
20, pp. 101 and 102. The Coranto 11 in  6 by Simpson 
(Appendix 2 ,  Example 9) c o n t a i n s  f r eq u en t  double  s t o p s  and 
chords  on th e  s tro n g  b e a t s  o f  the measures .
The w ide  range and the  f l e x i b i l i t y  o f  th e  ly r a  v i o l  
can be seen  in the opening m ot ive  of the  Hudson Pavan Alman,
Example 2 6 ,  p .  103; in  the  Pavan in G minor by J e n k in s ,
Example 2 7 ,  p .  110; and in the  Alman in G minor by J e n k in s ,
Example 4 5 ,  p .  132, a s  w e l l  a s  th e  f i n a l  cadence  o f  th e
Coranto in G major by Simpson, Appendix 2 ,  Example 9 .  Wide 
l e a p s  and m u l t i p l e  s t o p s  occur w i th in  the  more than two-  
o c t a v e  range  of  the ly r a  v i o l  part  in each o f  t h e s e  examples .
Examples o f  l i n e s  th a t  r e l a t e  to  the b a s s  can be found  
in Alman 3 in  G minor by J en k in s  (Example 45 ,  p .  132 ) .  The 
Saraband in 6 minor by J e n k in s ,  seen in  Example 47 be low,  
shows t h e  l y r a  v i o l  in two r o l e s :  one r e l a t e d  to  t h e  t r e b l e
and the  o th er  r e l a t e d  to  the  b a s s .  I n i t i a l l y  the l i n e  moves
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in i m i t a t i o n  with the  t r e b l e  and then moves in p a r a l l e l  
motion with  i t .  Beginning w ith  m. 15, the lower l i n e  o-f the  
l y r a  v i o l  doubles  the  b a s s .  (T h is  example a l s o  c o n t a i n s  two 
a r e a s  o-f im p l ied  h e m io la s ,  mm. 10-11 and mm. 18-21 . )
Example 47 .  J e n k in s ,  Saraband 4 in G minor, MS DRc, 
mm. 7 - 2 2 .
The Alman 13 in D minor by Jenk in s  (Example 2 1 ,  p .  103) 
i l l u s t r a t e s  th e  l y r a  v i o l  in a s i n g l e  l i n e  o f  m a t e r ia l  c l o s e l y  
r e l a t e d  to  the  t r e b l e .  A longer  example o f  t h i s  kind o f  
r e l a t i o n s h i p  comes from the Pavan in G major,  seen in Example
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48 below.  In measures  4 3 - 4 5 ,  the  t r e b l e  v i o l  and the  lyra  
v i o l  move in i m i t a t i o n  over a s low er  b ass  l i n e ;  in  measure  
5 0 ,  the  f a n f a r e  f i g u r e  draws the  th ree  l i n e s  toge th er  in 
b r i e f  homophonic m ot ion .  An area  o f  e i g h t h - n o t e  motion in  
i m i t a t i o n  b e g in s  in m. 54 in the ly r a  v i o l  p a r t ,  and i s  
answered in the  t r e b l e  in m. 55 .  In m. 56 the bass  i m i t a t e s  
th e  m o t iv e  f i r s t  in e ig h t h  n o t e s  and then in quarter  n o t e s  
in an augmented form. T h is  m ot ive  ends with  the ly r a  v i o l  
and t r e b l e  in s i x t h s  and t e n t h s  over a s low  bass  l i n e ,  
moving through a 4 - 3  su sp en s io n  in the  l y r a  v i o l  to  a 
ca d en ce .  The b a s s  moves in e ig h t h  n o t e s  to  the cad en ce ,  but  
i t s  c a d e n t i a l  c. i s  the  b eg in n in g  o f  a new motive  p layed  a 
h a l f  measure l a t e r  in th e  t r e b l e  and l y r a  v i o l .  From 
measures  65 u n t i l  the f i n a l  cad en ce ,  th e  t r e b l e  and ly r a  
v i o l  move in p a r a l l e l  motion over an independent and 
e v e n t u a l l y  (m. 67) s lo w er  b a ss  l i n e .  While  the l y r a  v i o l  i s  
not e x c l u s i v e l y  r e l a t e d  to  e i t h e r  the  t r e b l e  or the  b a s s  in  
t h i s  s t r a i n ,  th e r e  are  some a r e a s  where the  motion between 
the  t r e b l e  and the  l y r a  v i o l  has  th e  q u a l i t y  of  c o n c e r t a n t e  
movement. T h i s  i s  e s p e c i a l l y  t r u e  in  measures  50 through the  
f i n a l  cad en ce .
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Example 4 8 .  J e n k in s ,  Pavan in G major,  MS 0B2, 
mm. 4 3 -73 .
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In the  d i s c u s s i o n  o-f t r e b l e  ins trum ents  in Chapter III
re- ference  was made to  severa l  German com pos i t ion s  -for v i o l i n
v i o l a  da gamba, and co n t in u o .  The d i s t r i b u t i o n  o-f p a r t s  in
t h e s e  ensem bles  resem b les  the E ngl ish  ly r a  s u i t e s  because  o-f
th e  dual r o l e  o-f the  v i o l .  In i t s  upper r e g i s t e r ,  the v i o l
- funct ions  a s  a second t r e b l e  to  th e  v i o l i n  and in i t s  lower
r e g i s t e r  i t  doubles  the b a s s .  In t h i s  manner i t  p r o v id e s  a
u n i f y i n g  inner v o i c e  to the  ensemble .  Some s i m i l a r i t i e s
w ith  the  German u se  o f  the  v i o l a  da gamba can be found in
the  French l i t e r a t u r e  of  the e a r l y  e ig h t e e n t h  cen tury .
Composers such as  Marin Marais ( 1 6 5 6 - 1 7 2 8 ) ,  J ean -P h i1ippe
Rameau ( 1 6 8 3 - 1 7 6 4 ) ,  and L o u i s - N ic o la s  Clerambault ( f l .  e a r l y
1700s) w rote  ensem bles  in which th e  bass  v i o l  was combined
w ith  the  v o i c e ,  v i o l i n ,  or f l u t e  with  c o n t i n u o . ** The
v i o l ,  was used  as  a second t r e b l e ,  but because  o f  i t s  wide
range  was not l i m i t e d  to  t h i s  p o s i t i o n .  In s tea d  i t
f u n c t i o n e d  in both r o l e s  and provided  c o n t i n u i t y  to  the
ensem ble .  In the  in t r o d u c t io n  t o  her book, The Bass Vio l in
French Baroque Chamber Music . Sad ie  s t a t e s  the  f o l l o w i n g
r e g a r d in g  th e  v i o l ' s  r o l e  in  the ensemble:
i t s  t imbre— c l e a r  y e t  u n o b tr u s iv e  in i t s  high range  
r i c h l y  sonorous  y e t  d e l i c a t e  in the  b a s s — made i t  a t  
once an apt companion f o r  e i t h e r  the  d e s su s  or the  
b a s s e . and a c o h e s i v e  e lement b in d in g  the  other  
v o i c e s  in a way a second d e s su s  cou ld  n o t . i s
i « J u l i e  Ann S a d ie ,  The Bass  Vio l  in French 
Barooue Chamber Music (Ann Arbor, Michigan, UMI 
Research P r e s s ,  1 9 8 0 ) .
i s i b i d . ,  p.  x i .
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Thus, the  b a ss  v i o l  was used on the c o n t in en t  as  a 
second t r e b l e  instrument in ensembles  in a manner s i m i l a r  to
4
the  use  o-f th e  l y r a  v i o l  in the  ly ra  c o n s o r t s  o-f England.
In the  French and German en sem b les ,  however,  the  bass  v i o l  
p la y ed  -from co n v en t io n a l  n o t a t io n  and regu lar  tuning .
While double  s t o p s  and chords appear o c c a s i o n a l l y ,  the  
v i o l  in t h i s  music -functions  main ly  as  a melodic  i n s t r u ­
ment and does  not provide  the  harmonic and polyphonic  
t e x t u r e  seen in th e  music -for the  l y r a  v i o l  .
The r o l e  o-f the ly ra  v i o l  a s  a second t r e b l e  in the  
E n g l i sh  c o n s o r t s  i s  the s u b j e c t  o-f the -following q u o ta t io n  
by Thomas Mace:
Let them be Lusty ,  Smart-Speaking V i o l s ;  because ,  
th a t  in Consort ,  they  o f t e n  Retor-t a g a in s t  the  T re b le ;  
I m i t a t i n g ,  and o f t en  s ta n d in g  in s t e a d  of  that P a r t ,  
v i z .  a Second T r e b l e . 16
In a l l  o f  t h e s e  examples ,  the  l y r a  v i o l  i s  not l i m i t e d  
to  any one r o l e .  Sometimes i t s  double  s t o p s  and chords t i e  
to g e t h e r  th e  b a s s  and t r e b l e  l i n e s .  Sometimes i t  remains in 
the  high r e g i s t e r  and p la y s  m a ter ia l  r e l a t e d  to  the t r e b l e  
l i n e ,  e i t h e r  in  p a r a l l e l  motion or in i m i t a t i o n .  The 
c h a r a c t e r  o f  th e  ensemble changes  with  the change in the  
l y r a  v i o l  f u n c t i o n .  I t  i s  n e i t h e r  p o s s i b l e  nor d e s i r a b l e  
to  look in th e  music for  c l e a r - c u t  examples o f  e q u a l l y  
b a la n ced  p o lyp h on ic  v o i c e s  o f  th e  ensembles  from e a r l i e r  in 
the  c e n t u r y ,  nor f o r  the  p o l a r i z e d  t r e b l e  l i n e s  over a
^Thomas Mace, M usick 's  Monument. 1:246.
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
th orou gh-b ass  in the ensembles  from l a t e r  in the  c en tu ry .  
T en d enc ie s  o f  both s t y l e s  e x i s t  in t h e s e  dance s u i t e s ,  as  the  
music f l o w s  from m o t iv ic  i m i t a t i o n  to  homophonic t e x t u r e ,  
and from two l i n e s  in p a r a l l e l  motion over a harmonic bass  
to  th re e  v o i c e s  sh a r in g  r e l a t e d  m a t e r i a l .  The ly r a  v i o l  
with  i t s  w ide  range can both i m i t a t e  th e  t r e b l e  and double  
the  b a s s ,  and with i t s  m u l t i p l e  s t o p s  i t  can p r o v id e  chords  
th a t  draw toge th er  t h e s e  two l i n e s .  C o n t in u i ty  and 
s e p a r a t io n  o f  instrumenta l t e x t u r e  e x i s t  s i d e  by s i d e  in 
t h e s e  ensemble s u i t e s .
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CHAPTER V I
Summary, C o r e lu s io n s ,  and Recommendations
Twenty-one s u i t e s  r e p r e s e n t in g  the  works o-f -f ive com­
p o s e r s  have been th e  -focus of  t h i s  s tudy  of the ly ra  v i o l  in 
c o n so r t  w ith  other  in s tr u m en ts .  Hi th the  e x ce p t io n  of  
the p i e c e  by Hume <see  pp. 131-32) ,  the  l y r a  v i o l  was used  
in t h i s  type o f  ensemble during a b r i e f  p e r io d  o f  t ime,  
probably  between th e  l a t e  1630s and 1660s .  D e f i n i t e  d a t e s  
cannot be  a s c e r t a i n e d  for  e i t h e r  th e  co m p o s i t io n s  or the  
manuscr ipt  c o p i e s ,  but s t y l i s t i c  f e a t u r e s ,  in s tr u m en ta t io n ,  
and h i s t o r i c a l  in form ation  r e l a t e d  to  th e  m anuscr ipts  
s u g g e s t  two t h in g s :  1) approximate p o i n t s  o f  t ime for
com pos i t ion  or copy ,  and 2) p o s s i b l e  c o n t a c t  between com­
p o s e r s  which may have r e s u l t e d  in exchange o f  id e a s  and 
s t y l e s .
The th r e e  m an uscr ip ts  from Oxford by Jenk in s  are  part  
o f  a la r g e r  c o l l e c t i o n  of  m anuscr ipts  acquired  by the  
Bodle ian  Library in 1667. Some o f  the  m an uscr ip ts  are  bound 
in deeds  and household  r e c o r d s  which c o n ta in  th e  d a te  1634.  
I t  has  been s u g g e s te d  that  a l l  o f  t h e s e  manuscr ipts  may have  
been co p ie d  at  about th e  same time,  p o s s i b l y  around 1654,
141
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the  d a t e  which appears  on MS OB E406-9,  a c o l l e c t i o n  o-f 
• fa n ta s ia s  fo r  t r e b l e ,  two b a s s  v i o l s ,  and organ by J e n k i n s . 1 
Thus, MSS OBI, 0B2, and 0B3 may a l s o  date  between the  
y e a r s  1634 and 1654.
S t y l i s t i c  s i m i l a r i t i e s  can be -found between two c o l ­
l e c t i o n s  by J e n k in s .  S u i t e s  in MS 0B2 a lon g  with those  
from DRc i l l u s t r a t e  f e a t u r e s  which seem to  i n d i c a t e  an 
e a r l i e r  d a t e  o f  composit ion  than the  other  Jen k in s  s u i t e s .
Both o f  t h e s e  c o l l e c t i o n s  of  s u i t e s  are w r i t t e n  in a 
p o ly p h o n ic  and i m i t a t i v e  s t y l e .  In both of  the  m an u scr ip ts ,  
the  s u i t e s  open with  pavans,  an o ld er  dance form. While the  
t i t l e  o f  th e  s u i t e s  from DRc s t a t e s  on ly  " t r e b l e ,"  the  
t r e b l e  v i o l  i s  s t i p u l a t e d  in MS 0B2. In a d d i t i o n ,  the  
keyboard p a r t s  f o r  th e  p i e c e s  in MS 0B2 c o n ta in  m ater ia l  
which i s  independent  o f  the r e s t  of  the ensemble; a 
f e a t u r e  which i s  c o n s i s t e n t  w ith  an e a r l i e r  s t y l e  o f  
c o m p o s i t i o n ,  namely that  of  Coperario  and Lawes.
MS OBI c o n t a i n s  ly ra  v i o l  s u i t e s  which Jenk in s  p o s s i b l y  
wrote  l a t e r .  The homophonic t e x t u r e  predominates  in t h e s e  
s u i t e s  and th e  keyboard n e a r ly  a lways  doubles  the  t r e b l e  and 
b a ss  l i n e s .  In a d d i t i o n ,  th e  v i o l i n  ra ther  than the  t r e b l e  
v i o l ,  i s  d e s i g n a t e d  fo r  the t r e b l e  part in th e  t i t l e ,  and the  
s u i t e s  c o n t a i n  no pavans or a lmans.  Elements o f  both the  
e a r l i e r  and l a t e r  s t y l e s  appear in MS 0B3. In t h i s  
m a n u scr ip t ,  some o f  the  p i e c e s  c o n ta in  d i v i s i o n s  for  the
‘ Crum, "The Consort Music ," pp. 7 - 8 .
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"treb le"  and b a ss  v i o l ,  w h i l e  the h a rp s ich o rd  and ly ra  v i o l  
pi ay an accompaniment. In the d i v i s i o n  p i e c e s ,  the 
harp s ich ord  -frequently  doubles  the  m a ter ia l  p layed in the  
i n i t i a l  s t r a i n  by the  t r e b l e  and b a s s ,  s i m i l a r  to  the  
keyboard p a r t s  -found in MS OBI. The l y r a  v i o l  part r e l a t e s  
c l o s e l y  to  the  harp s ich ord  p a r t .  In t h e  p i e c e s  which do not  
have d i v i s i o n s ,  the l y r a  v i o l  and h a rp s ich o rd  p lay  m ater ia l  
which moves in d ep en d en t ly  o-f each o th er  and o-f the r e s t  o-f 
th e  ensem ble ,  s i m i l a r  to  the s t y l e  o-f w r i t i n g  -found in MS 
0B2. In MS 0B3, the t i t l e  l i s t s  " treb le"  and the d i v i s i o n  
• f igures  appear to  -f it  e i t h e r  the t r e b l e  v i o l  or the v i o l i n .
MS 0B3 sh a r es  some common e lem en ts  w i th  the  Harp 
C onsorts  by Wil liam Lawes,  which are  b e l i e v e d  to  have been 
composed between 1634 and 1 6 3 9 .2 In th e  Harp Consorts ,  
th e  v i o l i n  and bass  v i o l  p la y  d i v i s i o n s  in much the same 
s t y l e  a s  th e  t r e b l e  and bass  v i o l  o-f MS 0B3, w h i le  the  harp 
and th eorb o ,  l i k e  th e  h a rps ichord  and l y r a  v i o l  in MS 0B3, 
r e p e a t  t h e i r  l i n e s  in  the  manner o f  an accompaniment. The 
w ide  range and the  ch ord s  o f  the  harp a l s o  resemble  the  
range  and the  t e x t u r e  o f  some of  the  m a t e r ia l  p layed by the  
l y r a  v i o l  in MS 0B3.
The e x t e n t  of Lawes 's  i n f l u e n c e  upon h i s  contem­
p o r a r i e s  has  posed an i n t e r e s t i n g  q u e s t i o n .  Unti l  h i s  
death  in 1645 Lawes was a m usic ian  in th e  court  of 
C h a r le s  I .  He was one o f  the  composers o f  th e  masque 
"Triumph o f  Peace" in  which Jenk in s  i s  known to have
2F i e l d s ,  " F an tas ia  S u i t e , "  p .  195.
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performed. L i s t s  of  non-extant  s o u r c e s  of ly ra  v i o l  music  
in c lu d e  two c o l l e c t i o n s  by Lawes which are s cored  for  two 
ly r a  v i o l s ,  a v i o l i n ,  and a theorbo or harps ichord .  One of  
t h e s e  c o l l e c t i o n s  a l s o  in c lu d e s  music for  t h i s  same ensemble  
by Jenkins  and by Simpson. Lawes's  e x tan t  music shows 
e lem en ts  o f  exper im en tat ion  in both com posit ional  s t y l e  and 
in s t r u m e n ta t io n .  I t  could be c o n je c tu r e d  that the use  of  the  
l y r a  v i o l  in ensembles  with other  instrum ents  may have 
o r i g i n a t e d  w ith  h i s  co m p o s i t io n s .  I f  Jenkins  and Hudson 
<who was sworn in as a court m usic ian  in 1640 and was 
a s s o c i a t e d  w ith  the court in 1660) were in c o n ta c t  with  
Lawes and h i s  m u sic ,  i t  would be rea so n a b le  to  assume that  
they  too may have t r i e d  to  w r i t e  f o r  a s im i la r  ensemble .
Contact between Jenkins  and George Loosemore (whose  
music i s  found in MS Be) may have occurred during th e ir  
r e s p e c t i v e  r e s i d e n c e s  at  the  home o f  Lord North in the  1660s.  
S t y l i s t i c a l l y ,  Loosemore's l y r a  v i o l  s u i t e  b e lo n g s  in a l a t e r  
time p e r io d ,  p o s s i b l y  the l a t e - 1 6 5 0 s ,  because  of  t h e s e  
f e a t u r e s :  1) the  bass  l i n e  c o n t a i n s  melodic  and harmonic 
f i g u r e s  that  are  ty p ic a l  o f  the  thorough-bass  l i n e ,  2) the  
l y r a  v i o l  and v i o l i n  f r e q u e n t l y  move in p a r a l l e l  or i m i t a t i v e  
motion that  resem ble s  the  c o n c e r t a n t e  s t y l e  o f  the  t r i o  
s o n a t a ,  and 3) the v i o l i n  p l a y s  f i g u r e s  that  are id io m a t ic  
t o  t h i s  ins trum en t—more so  than most o f  the m o t iv es  
found in any o f  the  o ther  s u i t e s .  The remaining m anuscr ipts  
probably  a l s o  d a te  from the m iddle  o f  the s ev e n tee n th  c en tu ry .
The s u i t e  by Hudson has  been a s s i g n e d  an approximate date
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o-F 1640, and the  Keyboard part  i s  b e l i e v e d  to have been 
cop ied  during  the 1659s or 1660s.  The s u i t e s  by Simpson 
p o s s i b l y  d a te  from the m id -1650s .  Because MS 0B4 can be 
a s s o c i a t e d  with members of music ensembles  which f l o u r i s h e d  
during the  Commonwealth p e r io d ,  i t  i s  c o n c e iv a b le  that  i t  may 
a l s o  d a t e  from the mid-1650s.®
Research i n t o  the music f o r  th e  ly r a  v i o l  i s  r e l a t i v e l y  
r e c e n t .  S t u d i e s  o f  in d iv id u a l  manuscr ipts  have provided a 
f o c a l  p o i n t  for  severa l  s c h o l a r s  to  exp lore  the s u b j e c t ,  and 
both in fo rm a t io n  and a d d i t io n a l  q u e s t io n s  have r e s u l t e d  from 
the  r e s e a r c h .  The h i s t o r i c a l  r o o t s  of  p la y i n g  " lyra  v i o l "  
or p l a y i n g  the  v i o l  " lyra  way" remain m a t ter s  of  c o n j e c t u r e .
The appearance o f  i t s  music in the  Engl ish  r e p e r t o i r e  was 
sudden, and the  music was in - a mature form. Several  
p o s s i b i l i t i e s  f o r  the o r i g i n s  o f  the  music f o l l o w s  1) i t  
may have  d eve lop ed  and matured during the  E l izabethan  p e r io d  
as  an im p r o v i sa to r y  s t y l e  o f  p l a y i n g ,  2) i t  may have come 
to England from I t a l y  with  r o o t s  in the lv r a  da oamba 
s t y l e ,  or 3) i t  may have been t r a n s f e r r e d  d i r e c t l y  from the  
l u t e  t e c h n iq u e .
In form ation  regard in g  the  tuning o f  the ly r a  v i o l  can 
be found in the  s tudy  o f  the  l y r a  v i o l  c o n s o r t s .  In music  
fo r  th e  s o l o  l y r a  v i o l  or fo r  two or three  ly r a  v i o l s ,  the  
e x a c t  p i t c h e s  o f  th e  s t r i n g s  are  not important— o n ly  the
®See Chapter II fo r  th e  d i s c u s s i o n  o f  t h e s e  s o u rces  
and- com posers .
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oth er  in s tr u m e n t s  p la y in g  -from convent ion a l  n o t a t i o n ,  the  
l y r a  v i o l  accord  must conform to d e f i n i t e  p i t c h e s .  Although  
some a c c o r d s  appear with more than one p i t c h  s e t ,  and some 
keys  work w i th  more than one accord ,  many of  th e  accords  
have been found to  r e l a t e  to  a s p e c i f i c  key or t o n a l i t y .
In a d d i t i o n ,  the  h ig h e s t  s t r i n g  i s  most f r e q u e n t l y  tuned to  
the pi tch  o f  d' .
The r o l e  o f  the ly r a  v i o l  v a r i e s  c o n s i d e r a b l y  from 
s u i t e  to  s u i t e ,  and even w i t h in  a g iven  p i e c e .  In some of  
the  p i e c e s ,  the  l y r a  v i o l  d o u b le s  the b a s s  and p r o v id e s  
chords  which t i e  to g e th er  the  b a s s  and t r e b l e  l i n e s .  In 
t h i s  way th e  l y r a  v i o l  h e l p s  t o  g i v e  c o n t i n u i t y  to  the  
en sem b le .  The lyra_v io1  a l s o  i m i t a t e s  and moves in p a r a l l e l  
motion w i th  the  t r e b l e ,  c r e a t i n g  space  between th e  two upper 
v o i c e s  and t h e  c o n t in u o  v o i c e .  The ba lan ce  o f  the  ensemble  
changes  w i t h  the  d i f f e r e n t  r o l e s  o f  t h i s  f l e x i b l e  inner  
v o i c e .  E lem en ts  o f  both c o n t i n u i t y  and p o l a r i t y  are  p r e se n t  
in most o f  t h e  p i e c e s .
W hile  the  ly r a  v i o l  s u i t e s  are unique in instrum en-  
t a t i o n ,  th e y  r e l a t e  t o  o th er  ensem bles  of  the  s e v e n t e e n t h  
c e n tu r y  both in England and on th e  c o n t i n e n t .  Two ensembles  
from England resem ble  the  ly r a  s u i t e :  th e  harp c o n s o r t s  by 
Lawes, d e s c r i b e d  above ,  and th e  f a n t a s i a  s u i t e s .  Like the  
l y r a  v i o l  s u i t e s ,  the f a n t a s i a  s u i t e s  w ere  composed during  
the m id d le  p a r t  o f  the  s e v e n t e e n th  c e n tu r y ,  a p e r io d  of
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t r a n s i t i o n  in Engl ish  instrumental m usic .  Both the lyra  
v i o l  s u i t e s  and the  - fantas ia  s u i t e s  were w r i t te n  -for 
mixed ensembles  which in c lu d e  an instrument capable  o-f 
p la y in g  chords .  The bass  v i o l  of the f a n t a s i a  s u i t e ,  1 ike  
the  ly ra  v i o l ,  p layed the f u l l  range o f  the instrument with  
m o t iv es  that  r e l a t e d  to  the t r e b le  instrument as well  as 
m ot ives  which were ty p ica l  of  the thorough-bass  l i n e s .  In 
both of t h e s e  ensem bles ,  some p o l a r i z a t i o n  of v o i c e s  occurs;  
however, in n e i t h e r  s t y l e  does  t h i s  con t in u e  for  the to ta l  
p i e c e  or even for  a complete  s e c t i o n .
The use  of th e  bass  v i o l  in the r o l e  of  the second  
t r e b l e  i s  not p e c u l ia r  to England, but appears in the German 
t r i e  s o n a ta s  ( s e e  Chapter I I I )  and French t r i o  so n a ta s  ( s e e  
Chapter V)—from the  1a t e - s e v e n t e e n t h  century u n t i l  the  e a r ly  
e ig h t e e n t h  c en tu r y .  R e la t io n s h ip s  between the use  of  the  
l y r a  v i o l  in the dance s u i t e s  and the  use  of  the bass  v i o l  
in the German, French,  and the  English  s o u rces  may e x i s t ,  
and cont inued  i n v e s t i g a t i o n  may y i e l d  information regarding  
r e l a t i o n s h i p s  among th ese  ensem bles .
Q ues t ions  r e l a t i n g  to  performance p r a c t i c e s  come from 
both the  in s tru m en ta t io n  and the  musical content  o f  the  
s u i t e s .  Manuscrip ts  0B3, 0B5, do not d e s ig n a t e  the  t r e b l e  
instrument and m anuscr ipts  0B5 and DRc do not s p e c i f y  the  
cont in uo  ins trum en t .  The c h o i c e s  of  instrum ents  made w i l l  
a f f e c t  the c h a r a c t e r ,  t e x t u r e ,  and ba lan ce  of  the ensemble.  
While t h e s e  q u e s t io n s  w i l l  probably remain unanswered for  
both s c h o l a r s  and perform ers ,  t h i s  music deserves  to  be
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p e r f o r m e d .  The  e n s e m b l e  f o r  t h e  l y r a  v i o l  s u i t e s  i s  u n u s u a l ,  
a nd  t h e  m u s i c  s h o u l d  b e  p l a y e d  a n d  h e a r d .  T h e  m u s i c  v a r i e s  
i n  i t s  t e c h n i c a l  d i f f i c u l t i e s ;  h o w e v e r ,  m o s t  o f  t h e  p i e c e s  
a r e  s h o r t  and a c c e s s i b l e  t o  b o t h  t h e  p e r f o r m e r  and  t h e  
a u d i e n c e .  T h e s e  s u i t e s  p r o v i d e  a r e p e r t o i r e  o f  m u s i c  wh i c h  
wa s  e x p e r i m e n t a l  when i t  wa s  f i r s t  c omp o s e d  and p e r f o r m e d .  
T w e n t i e t h  c e n t u r y  p e r f o r m e r s  s h o u l d  a p p r o a c h  t h e  m u s i c  w i t h  
t h e  s a me  s p i r i t  o f  e x p e r i m e n t a t i o n .
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thematic Catalogue




INSTRUMENTATION: V io lin , lyra V iol, Harpsichord, Bass V1ol 
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INSTRUMENTATION: Violin, Lyra V1ol, Harpsichord, Bass Y1ol 
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MANUSCRIPT LOCATION SIGLUM: OB Mas. Sch. MS C.85 (0B2) 
COMPOSER: John Jenkins 
DATE: mid-seventeenth century 
SUITE: 6 minor
INSTRUMENTATION: Treble V1ol, Lyra V iol, Harpsichord, Bass V1ol 
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INSTRUMENTATION: Treble V1ol, Lyra V1ol, Harpsichord, Bass Vtol 
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MANUSCRIPT LOCATION SIGLUM: OB Mus. Sch. MS C.83 (GB3) 
COMPOSER: John Jenkins 
DATE: mid-seventeenth century 
SUITE: D minor
INSTRUMENTATION: "Treble,1! Lyra V io l, Harpsichord, Bass V1ol 
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MANUSCRIPT LOCATION SIGLUM: OB Mus* Sch. MS C.88 (083) 
COMPOSER: John Jenkins 
DATE: mid-seventeenth century 
SUITE: 0 major
INSTRUMENTATION: "Treble.," Lyra V iol, Harpsichord, Bass V1ol 
LYRA VIOL TUNING: fdefh (d'af-sharp.dAD)
TITLE THEME
Coranto (Ecco)
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MANUSCRIPT LOCATION SIGLUM: Durham Bamburgh MSS 179-180 (DRc) 
COMPOSER: John Jenkins 
DATE: mid-seventeenth century 
SUITE: G minor
INSTRUMENTATION: "Treble," Lyra V1ol, .Bass Vtcl 
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MANUSCRIPT LOCATION SI6LUM: Durham Bamburgh MSS 179-180 (DRc) 
COMPOSER: John Jenkins 
MTE: mid-seventeenth century 
SUITE: 6 nfcjor
INSTRUMENTATION: ■Treble," Lyra V iol, Bass Wo*








■/t*.. J* J 3
f f e l
Ashbee, Provisional Index.
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
MANUSCRIPT LOCATION SIGLUM: Durham Bamburgh MSS 179-180 (DRc) 
COMPOSER: John Jenkins 
DATE: mid-seventeenth century 
SUITE: d minor
INSTRUMENTATION: "Treble." Lyra V1ol, Bass Viol 
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INSTRUMENTATION: "Treble," Lyra V1ol, Bass Y1ol 
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INSTRUMENTATION: "Treble," Lyra V iol, Bass V1ol 
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MANUSCRIPT LOCATION SIGLUM: Durham Bamburgh MSS 179-180 (DRc) 
COMPOSER: John Jenkins 
DATE: mid-seventeenth century 
SUITE: A major
INSTRUMENTATION: "Treble," Lyra Vtol, Bass Vtol 
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INSTRUMENTATION: "Treble" 1 ,11, Lyra V1ol, Lute, Theorbo, Bass Viol 












d t  JI J.
£ £ m
r t f n
* m
■i i-<J-
i i n  lJ t
*■







I p rrr'Tr r^  » V r
*T1tles by Tim Crawford, "An Unusual Consort Revealed 1n an 
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INSTRUMENTATION: "Treble," Lyra V1ol, Lute, Theorbo, Bass Viol
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INSTRUMENTATION: "Treble," Lyra V iol, Lute, Theorbo, Bass V1ol 
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MANUSCRIPT LOCATION SIGLUM: OB Mus* Sch. MS E.430 (OB5) 
COMPOSER: Christopher Simpson 
DATE: 1672/73 
SUITE: g minor
INSTRUMENTATION: "Treble," Lyra Viol, Bass V iol, Continuo 
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MANUSCRIPT LOCATION SIGLUM: OB Kus. Sch. MS E.420
COMPOSER: Christopher Simpson 
DATE: 1672/73 
SUITE: G major
INSTRUMENTATION: “Treble," Lyra V iol, Bass V1ol, Contlnuo 
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MANUSCRIPT LOCATION SIGLUM: OB Mus. Sch. MS E.430 (OB5) 
COMPOSER: Christopher Simpson 
DATE: 1672/73 
SUITE: D minor
INSTRUMENTATION: "Treble," Lyra V iel, Bass V1ol, Contlnuo 
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MANUSCRIPT LOCATION SIGLUM: OB Mus. Sch. MS E.430 (0B5)
COMPOSER: Christopher Simpson 
DATE: 1672/3 
SUITE: 0 major
INSTRUMENTATION: "Treble," Uyra V iol, Bass V1ol, Contlnuo 
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INSTRUMENTATION: Vtoltn, L/ra V1ol, Bass V1ol, Archllute
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INSTRUMENTATION: V iolin , Lyra V tol, Theorbo 
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Example.l. John Jenkins, Pavan 1 In G minor, MS 0B2, 
mm. 11-20
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Example.1. John Jenkins, Pavan 1 in G minor, MS 0B2, 
nun. 21-30.
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Example .1. John Jenkins, Pavan 1 In G minor, MS 0B2, 
mm. 31-40.
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Example.1. John Jenkins, Pavan 1 in G minor, MS 0B2, 
mm. 41-50.
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Example.1. John Jenkins* Pavan 1 1n G minor, MS 0B2, 
mm. 51-60.
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Example.1. John Jenkins, Pavan 1 1n 6 minor, MS 0B2, 
mm. 61-68.
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Example.2. John Jenkins, Almaln 2 1n G minor, MS 0B2, 
mm. 1-10.
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Example.2 . John Jenkins, Almaln 2 In 6 minor, MS 0B2,
i p .  1 1 - 2 0 .
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Example.2. John Jenkins, Almain 2 in G minor, MS 0B2, 
mm. 21-31.
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Example.2. John Jenkins, A!main 2 In G minor, MS 0B2, 
iran. 32-42.
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Example.3. John Jenkins, Coranto 5 1n 6 minor, MS 0B2, 
mm. 1-11.





Example.3. John Jenkins, Coranto 5 1n G minor, MS 0B2, 
mm. 12-24.
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Example.4. John Jenkins, Saraband 6 In G minor, MS 0B2, 
mm. 1-9.
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Example.4. John Jenkins, Saraband 6 1n G minor, MS 0B2, 
mm. 10-16.
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Example 5. John Jenkins, A1re 12 1n A minor, MS OBI, 
mm. 1-12.





Example 5. John Jenkins, A1re 12 1n A minor, MS OBI, 
mm. 13-26.
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Example.6. John Jenkins, Alman 5 1n D minor, MS 0B3, 
mm. 1-10.
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Example.6. John Jenkins, Alman 5 1n D minor, MS 083, 
mm. 11-18.
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Example.6. John Jenkins, Alman 5 1n D minor, MS 0B3, 
mm. 19-24.
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Example 6. John Jenkins, A!man 5 1n D minor, MS 0B3> 
mm. 25-28.
R eproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
204
* £1 fTwrt
'toi '' ■"<= = F *
,#f ff1
f=i=f . .  Jl-J==33
►
§=i§ ) J J.J ^ — i ■jiJ-■ i
1 ►
| i | = 4 * |£ t£ P ^ i i n i
Example.6. John Jenkins, Alman 5 in D minor, MS 0B3, 
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Example,6. John Jenkins, Alman 5 1n D minor, MS 0B3, 
mm. 49-53.
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Example.6. John Jenkins, Alman 5 1n D minor, MS 0B3, 
mm. 54-56.
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Example.8. Christopher Simpson, Pavan 9 In G major, 
MS 0B5, mm. 1^8.




Example . 8. Christopher Simpson, Pavan 9 In 6 major, 
MS 0B5, irnn. 9-18.
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Example 8. Christopher Simpson, Pavan 9 In G major, 
MS.0B5, mm. 19-28.
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Example 8. Christopher Simpson, Pavan 9 In G major, 
MS 0B5, mm. 29-31.
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Example 9. Christopher Simpson, Coranto 11 1n 6 major, 
MS 0B5,.mm. 1-8.
Reproduced  with permission of the copyright owner. Further reproduction prohibited without permission.
216
Example 9 . Christopher Simpson, Coranto 11 In G major, 
MS 0B5,ip. 9-16.










Example 9. Christopher Simpson, Coranto 11 1n G major, 
MS 0B5, m .  17-24.
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Example 10. Christopher Simpson, Alman 13 In G major, 
MS 0B5,mm. 1-8.
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Example 10. Christopher Simpson, Alman 13 1n G major, 
MS 0B5,pi. 9-17.
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Example 10. Christopher Simpson, Alman 13 in G major, 
MS 0B5,mm. 18-25.
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Example 10. Christopher Simpson, Alman 13 1n G major, 
MS 0B5,ip. 26-30.
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Example l i .  George Loosemore, (Pavan) In G major, 
MS Bc,nm. 1-16.
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Example I 1. George Loosemore, (Pavan) 1n G major, 
MS Bc,nim. 17-31.
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Example 12. George Hudson. Pavan Alman In G minor, 
MS (Ju,mm. 1-15.






Example 12. George Hudson, Pavan Alman 1n G minor, 
MS Uu,mm. 16-30.
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17 s. Jean Kar t r i e r  S te l  t z f u s  was borr, 9 January 1945 
in P e o r i a ,  I l l i n o i s .  In 1963, she  was graduated -from Mcrtc 
Township High S c h o o l ,  Morton, I l l i n o i s ,  and in 1967 r e c e i v e d  
a B.A. in Music -from Goshen C o l l e g e ,  Goshen, In d ian a .  In 
1967 she  married Neal S t o l t z f u s ,  and w h i le  he was in gradua  
sch or l  at P r in ce ton  U n i v e r s i t y ,  she  taught music in -the 
M a n v i l l e  Publ ic  S c h o o l s ,  M ar.v il le ,  New J e r s e y .  During t h i s  
time sh e  sang in the  Princeton  U n i v e r s i t y  Chapel Choir 
under the  d i r e c t i o n  c f  Dr. Carl W einr ich .  For two y e a r s ,  
1969-71 ,  she  s er v e d  as  A s s i s t a n t  D ir e c to r  of th e  c h o i r .  In 
1973, when Neal j o i n e d  th e  f a c u l t y  o f  the  L ou is ia n a  S t a t e  
U n i v e r s i t y  Department of  Mathematics ,  II a e n r o l l e d  in  
g raduate  s tudy  in the School o f  Music .  She r e c e i v e d  a 
Master in Music Educat ion in 1975. She began p la y i n g  
v i o l a  da gamba in 1974 and has been an a c t i v e  p a r t i c i p a n t  
in th e  L .S .U .  Col 1egium Musi cum. She has s t u d i e d  with  
members o f  the  New York Consort o f  V i o l s  at the  Wagner 
C o l l e g e  Seminars f o r  v i o l a  da gamba, and in 1975-79 she  
s t u d i e d  v i o l  w ith  Ariane  Maurette  a t  th e  C on serv a to ire  
P o p u la i r e  de Geneve. During the 1980-81 academic year  
she  performed w ith  the  Musica A l t a  Ensemble at  Pr in ce ton
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U n i v e r s i t y  and s t u d ie d  v i o l a  da gamba with Wer.dy G i l l e s p i e .  
11a has read two papers  -for m ee t in gs  of the Southern 
Chapter of the  American M u s ico lo g ica l  S o c i e t y ,  one paper 
f o r  the Conclave of  the V io la  da Gamba S o c i e t y  o* America,  
and one paper for the New C o l l e g e  Medieval -Ren ai s i a n i e  
S o c i e t y ,  S a r a s o ta ,  F lo r id a .  One a r t i c l e ,  "The Lyra Viol  
in Consort: An Example from Uppsala ,  U n i v e r s i t e t s b i t l i o t e k  
IMhs 4 : 3 ,"  has been pu b l i sh ed  ir. the  Journal for  the  
V i o l a  da Gamba S o c i e t y  of America . 17 (1 9 8 0 ) :  4 7 -5 9 ,  and 
from t h i s  same manuscr ipt ,  IMKS 4 : 3 ,  she prepared a 
performing e d i t i o n  for  p u b l i c a t i o n  by Dcvehouse E d i t i o n s .
II a i s  a member o f  the baroque t r i o ,  "L'Ensemble du Marais" 
a t  L .S .U .  The S t o l t z f u s e s  have one son, N ik o la u s ,  born 
15 August 1981.
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